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Hi and welcome to UPTOWN #331 It’s the third issue of “98 and the last issue before we 
take a summer break (the next issue is scheduled for September 30th). Sorry for a slight 
delay (roughly a week). We were hoping to get The NPG album in time to be able to 
review it in this issue, but it proved impossible when the release was postponed. 

This issue contains an article on Wendy & Lisa, Daughters Of The Revolution. They 
remain very popular amongst ‘* fans more than 10 years after The Revolution was 
dissolved. In fact, they're probably even more popular now, Duane Tudahl researches 
their backgrounds, influences, career, and discusses how they influenced Prince/*?". 
Many of us did not fully realize their importance at the time; it's not until after they were 
gone that we've come to understand how much they contributed. 

After the overwhelming response to This Is What It’s Like In The Dream Factory in 
UPTOWN #32, we have a second excerpt from Per Nilsen's forthcoming book, 
DanceMusicSexRomance, Going 2 The Crystal Ball picks up where the first portion left off, 
with the shelving of Dream Factory. Per describes the background and evolution of 
Camille and Crystal Ball, as well as a few other projects from Prince's incredibly 
productive 1986. It is the very first time the full Crystal Bal! three-LP track listing is made 
public! 

Unfortunately, at the time of writing we have no further details on the release of 
Per's book; the publication date is still planned to be sometime in September 1998. If 
and how we will be able to offer the book to our readers is not clear yet, but, if needed, 
we'll mail out full information to all subscribers in time for the book release. 

This issue's second feature by Per Nilsen is a recording chronicle, There’s A Brand 
New Groove Going Round, that traces Prince's studio work from late 1985 (the recording 
of “Dream Factory”) until early 1987 (the completion of Sign O” The Times). The 
“sessionography” functions as a supplement to the two excerpts from 
DanceMusicsexRomance (This Is What It’s Like In The Dream Factory and Going 2 The 
Crystal Ball). It gives unprecedented insight into the making of the music of one of the 
mast prolific and hardest-working artists ever in popular music. We think yau'll agree 
with us that it’s fascinating to see exactly when he recorded the different songs and how 
the albums evolved over time. Unquestionably, Per has done a magnilicent job of 
researching Prince's studio work. 

We're currently wrapping up work on an extensive Sign O” The Times tour report. We 
would very much like to hear fram readers who attended shows on this tour, We're also 
interested in more “memorabilia” (concert tickets, photos, posters, etc). The report is 
planned for UPTOWN #34, but everything depends on “îs activities until then. Anyway, 
after the Sign O° The Times tour report, we only have the Lovesexy tour left — we'll have 
caught up with Ês live work some time in 1999! It only took us eight years (UPTOWN 
began in 1991). 

We'll be taking some much-needed rest before the next issue of UPTOWN. The only 
one who doesn’t seem to need any time off is ®'. With a European tour in the planning 
and the upcoming release of the new NPG album, as well as NPG Records releases by 
Larry Graham and Chaka Khan, it looks like î" will be very busy in the months ahead! 
But, then again, that's not unusual. And his energy/creativity/productivity is one of the 
main reasons why we follow him. 


Editor’s Note 
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Newpower Soul, Come 2 My 
House, and GC$2000 


Three new NPG Records projects are on the verge of 
release. The New Power Generation’s Newpower Soul (fea- 
turing ‘ on vocals) is set for release on May 26th, but 
this date could be postponed a few weeks if last-minute 
distribution plans are not finalized in time (at this point 
there is no European distributor). The first single from 
Newpower Soul, “The One," was released to radio in the 
US on April 13th, Chaka Khan's Come 2 My House and 
Graham Central Station's GCS2000 are tentatively set for 
a june release, and final mixing is being done as UPTOWN 
#33 goes to press. î" announced recently on the Love 4 
One Another website that a “Newpower Three-Pack” 
would be sold exclusively through a new phone line, 1- 
800-NEW-SOUL (not yet operational), This special pack- 
age will include all three albums and be priced in the $25 
to 330 range. 

Prior to the Irving Plaza concert on April 11th, a sam- 
pler tape was given to many attendees that contained 
one-minute samples of tracks from all three projects. In- 
cluded on this tape was “Free” (GCS), “This Crazy Life Of 
Mine” (Chaka Khan), “Push It Up” (NPG with Doug E. 
Fresh), “U Move Me" (GCS), “Am | Happy?” (Chaka 
Khan), “Mad Sex” (NPG), “We've Been Waiting "98" 
(GCS), “The Dreams Of All Time" (Chaka Khan), “In My 
Arms Again" (NPG), “Somebody 2 Love” (GCS), “Journey 
2 The Center Of Your Heart” (Chaka Khan), “Come On" 
(NPQ), “The One” (NPG), “(Got My Groove On) Baby 
Let's Go" (GCS), 
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March 1998 
Paisley Park performances 


* continued his string of weekend, “open-rehearsal” 
Paisley Park performances throughout the month of 
March, playing four separate shows early on Saturday 
mornings in the small rehearsal room (not the large 
soundstage). In most cases, admittance to the shows was 
free but donations were encouraged for the Love 4 One 
Another Charity. The first gig was March 7th, with the 
set consisting of “Let's Go Crazy” / “U Got The Look” / 
“She's Always In My Hair” / “Kiss” / “Gett Off" / “The 
Good Life” / “Alphabet St.” / “I Want To Take You High- 
er.” Two new instrumental jams were also thrown into 
the mix, and Larry Graham came out for the final two 
songs. 

A week later, March 14th, the doors of Paisley Park 
were opened once again for a show that lasted from 3:05 
a.m, until 4:15 a.m. A stripped down version of the NPG 
(Rhonda, Kirk, and Morris) was occasionally augmented 
by Larry Graham. A quest rapper, possibly Scruffy D., also 
made an appearance. The setlist was “Push It Up” / “(Get 
Your Groove On) Baby Let's Go” / “Dance To The Music” 
/ “Alphabet St." / “You Can Make It If You Try” / “Come 
On" / “The Ride” / “Days Of Wild.” Mayte and Larry Gra- 
ham's wife, Tina, were present, 

On March 21st the full line-up of the NPG, including 
Mike Scott but minus Marva King, along with Larry 
Graham played from 2:40 a.m. to 4:20 a.m. Two Mad- 
house tracks opened the show, one of which was 
“Asswoop In A Trunk.” The remainder of the set was 
made up of “Mary Don't You Weep" / “(Get Your Groove 
On) Baby Let's Go” / “18 & Over" / “Poom Poom” / “Al- 
phabet St.” / “Thank You (Fallettinme Be Mice Elf Agin)” 
/ "The jam” / “Villanova Junction” / “Mad Sex.” Mayte 
come onstage to dance during “Poom Poom,” along with 
Chicago ‘¥ fan Cosey Jackson. 

Many fans left disappointed the next week, March 
28th, as the hour approached 4 a.m. with no sign of ® 
(who was supposedly recording in one of the studios). 
Fans grew tired of waiting and some members of the NPG 
told people that they were not going to play, so many 
people left. Those that stuck it out were very surprised 
when, at 4:20 a.m., the entire band emerged, including 
Marva King and Larry Graham, for a set that lasted until 
nearly 6:30 a.m, The set consisted of “Thank You 
(Fallettinme Be Mice Elf Agin)” / “Days Of Wild” / “Jam 
Of The Year” / “Talkin’ Loud And Sayin’ Nothing” / “De- 
lirious” / “Let's Work" / “Purple Rain” / “Water” / “The 
Jam” / “In Time” / “If You Want Me To Stay” / “The Good 
Life (Big City Remix)” with parts of Erykah Badu's 
“Tyrone” by Marva / “Face Down" / a new track or chant, 
possibly called “Freaks Are In The House” / “Come On" | 
"(J Like) Funky Music.” 


Paisley Park performances 


Two more performances took place at Paisley Park in 
April, both of which served as rehearsals for the 
Newpower Soul mini-tour. The first, fram 3:45 a.m. to 
3 a.m, on April 4th, was lauded by many who attended 
many of the Paisley Park shows during the previous 
months, as one of the finest to date. ‘* spent most of 
his time on guitar, and fans described the show as “elec- 
tric, possessed, wild.” The setlist was made up of a cover 
of Elvis Presley's “Teddy Bear" / “Bambi” / “Zannalee” 
/ “Voodoo Chile" / “Villanova Junction” / instrumental 
jam / “A Case Of You" / Tower of Power's “What Is 
Hip?” / “Sexy MF" / “If | Was Your Girlfriend” / “Mad 
Sex” / “Bustin Loose” = “ “Wild And Loose.” 

In preparation for the Washington, D.C. and Phila- 
delphia Newpower Soul gigs, © and the full NPG with- 
out Larry Graham played from about 3 a.m. to 4:30 a.m. 
on Saturday, April 18th. This time around the setlist was 
“Teddy Bear" / “Days Of Wild” / “18 & Over" / “She's 
Always In My Hair” / “U Got The Look” / “Kiss” / “Gett 
Off” / “Push It Up” - “Bustin’ Loose” - “Acknowledge 
Me"/ "Baby, I'm A Star” / “1999.” Jim Walsh reviewed 
the show for the St. Paul Pioneer Press, saying, “Indeed, 
what will be remembered about Saturday morning will 
be this snapshot: A phenomenal musician boxing his 
way oul of the brown paper bag that comes with the 





trappings of legend, standing on top of a speaker bank 
in front of a crowd smaller than most warm-up band’s 
at O’Gara’s Garage draw, thumping his bass like he was 
playing Shea Stadium, putting out like he had some- 
thing to prove, then getting back down on stage to 
snap towels, surf the funk, and putter with some new 
toys on his keyboard, like he was screwing around in 
practice.” 


May 1998 
Paisley Park performance 

As UPTOWN #33 goes to press ‘F has so far performed 
once at Paisley Park during the month of May. On the 
2nd the full NPG with Larry Graham, Jerry Martini (saxo- 
phone), Cynthia Robinson (trumpet), and a female har- 
monica player took to the stage at 2:25 a.m. The setlist 
was “Days Of Wild” (instrumental) / “Thank You 
(Fallettinme Be Mice Elf Agin)” / “Everyday People” / “In 
My Arms Again” / “Come On" / “Mad Sex" / “Push It 
Up" / “Free” / “Just Be My Lady” / “One In A Million You" 
/ “| Want To Take You Higher" - “Alphabet St.” / “The 


| Jam” / “Purple Rain” / “The One.” 


| Publishing news 





“$ sighting #1 


| neapolis nightclub South Beach on Saturday, April 


Crystal Ball off the charts 

Crystal Ball has now dropped off the US charts. Accord- 
ing to Soundscan, the music industry sales tracking sys- 
tem, approximately 74,000 copies of the set have been 
sold so far in the US. This number, however, does nat in- 
clude those sold through 1-800-NEW-FUNK. According to 
our sources, 100,000 copies were pressed and they will 
most likely be sold out within short. BMG will be distrib- 
uting the album worldwide beginning in September, 
1998. 


Dionne Warwick collaboration 


F has contributed one track to Dionne Warwick's new 
album, Dionne Sings Dionne (River North Records), which 
will be made up of remakes of Dionne’s hits as well as a 
few new tracks by producers such as Babyface, Diane 
Warren, and David Elliott. 


On March 16th, ® and Mayte attended The Ohio 
Players concert at First Avenue, downtown Minneapolis. 


Latina magazine party 

Mayte was the cover story and featured interview for 
the April 1998 issue of Latina magazine, which recently 
went through a re-design. Both she and ® attended a 
special press conference and party thrown by the maga- 
zine to commemorate the event on April 9th in the Soho 
district of New York City. 


+ sighting #2 
Upon returning from New York and the Essence 
Awards, î“ and his entourage were spotted at the Min- 


11th. 
+ on The Today Show again? 
It was announced on The Today Show on May 5th that 


* will be performing sometime this summer as part of 
their annual Summer Concert Series, 


Tyka Nelson, ‘F's sister, told the Minneapolis Star-Trib- 
une gossip columnist C.J. that she is writing a book to be 
called | Am Here. The US re-release of Liz Jones’ book on 
F, renamed Purple Reign: The Artist Formally Known As 
Prince, is now available (the original UK version was called 
Slave 2 The Rhythm). The hard cover tome is updated to 
including some (brief) detail on Crystal Bal! and the fam | 
Of The Year tour, It retails for $19.95 and the ISBN | 
number is 1-55972-448-X. 
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Symbolism album 

A compilation album entitled The Prince Songbook: Syr- 
bolism (Connoisseur Collection) was released in Europe recently 
and contains the following songs performed by other art- 
ists: “If | Love U 2 Nite” (Mica Paris), “On The Way Up” (Elisa 
Fiorillo), “Let's Pretend We're Married” (Tina Tumer), “17 Days” 
(Living Colour), “Sugar Walls” (Sheena Easton), “! Hear Your 
Voice” (Patti LaBelle), “Do Me, Baby” (Meli'sa Morgan), “Five 
Women" (Joe Cocker), “How Come U Don't Call Me Anymore” 
(Stephanie Mills), “Nothing Compares 2 U" (MXM), “When 
You Were Mine” (Cindy Lauper), “The Sex Of It” (Kid Creole 
and The Coconuts), “Baby Go-Go” (Nona Hendryx), “Love... 
Thy Will Be Done” (Martika), and “Manic Monday” (The Ban- 
gles). This is a very worthwhile release as it combines a few 
tracks that can be very difficult to locate all on one CD. 


Kat Dyson and Sheila E. 

Kathleen Dyson (guitar) has left The New Power Gen- 
eration. She is reportedly working on a solo album in 
Nashville and she is a member of the house band Sheila 
E. has assembled for her new role as bandleader on Mag- 
ic Johnson's new late-night talk show, The Magic Hour. 
Reportedly, Sheila E. has a new album ready for release, 
The Garden Of Eden. No word on a release date. 


Essence Awards 

$î“ was one of the honourees at the Essence Awards on 
Good Friday, April 10th which were held at The Theatre in 
Madison Square Garden, New York. The show was broadcast 
on Fox TV in the US on May 21st. f thanked Larry Graham 
during his acceptance speech, saying that Graham had helped 
show him “the truth.” Later, performed “The Cross,” how- 
ever some lyrics were changed and î“ has apparently re-titled 
the track “The Christ” (he substituted this phrase in place of 
"The Cross"). A few days later ‘ announced on the Love 4 
One Another WWW page that he planned to change the lyrics 
of many of his older songs, probably the reason why he has 
cut out most of the swear words during concerts since late 
last year. Later, the official afterparty was held at Irving Plaza, 
which also served as the inaugural concert of the Newpower 
Soul small-venue tour, 
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Mayte in Spain - Child Of The Sun re-release 


Mayte was in Spain from April 21st until April 30th to 
promote an upcoming re-release of her 1995 NPG album, 
Child Of The Sun, to be re-titled Scorpio. The re-release re- 
tains most of the original tracks, but they will be augment- 
ed by a few new ones as well, The first single will be “The 
Rhythm Of Your Heart,” for which a video is already finished. 

In Madrid on April 22nd, she gave a half-hour inter- 
view to Cadena 100 radio as well as previewed her single. 
She also mentioned news that was repeated in most of 
her interviews, that ®, Larry page | 
Graham, and Chaka Khan 
would be touring Spain in late 
June to promote their new re- 
leases, to be followed by a 
continuation of the jam Ö The 
Year tour in 5,000 to 10,000- 
seat venues later in the sum- 
mer, She later recorded a short 
TV interview for a show called 
Corazon, Corazon, She traw- 
elled to Barcelona the next day 
for more promotional appear- 
ances. 

Back in Madrid a few days 
later, she appeared live on two 








Paisley Park claims copyright rights on the Internet 


Just after UPTOWN #32 went to press, ‘¥'s attorney, 
L. Londell McMillan, sent out a cease and desist letter 
(via e-mail) to numerous fan websites claiming that un- 
authorized copyrighted material such as music, lyrics, 
and photographs were to be removed immediately or 
face legal consequences. Even the wrongful use of the 
Artist’s chosen name, “', was discouraged. This last point 
was later clarified to mean it was okay to use the “î” 
when writing about him, but the “î should not be 
used in such a way as to give the impression the website 
or publication was official (i.e. using it in graphics/log- 
os). Many fan sites have since closed down and many 
more are outraged. 

Many record companies have not chosen to act on 
unauthorized Internet use of copyrighted materials, but 
the rock group Oasis beat î“ to it with their claims last 
year. The theory is that a group/artist, presumably hav- 
ing numerous fan sites, benefit from free promotion 
therefore the copyright issue has not been stressed un- 
til now. For the record, UPTOWN never received any 
correspondence from “f's attorney. 

Here's the full text of the first e-mail: 

From: Limpe <Llmpc@aol.com> 

Date: Fri, 20 Mar 1998 16:01:45 EST 

Subject: Unauthorized Use of Paisley Park Enterprises Materials 
Dear Sir/Madam: 

Please be advised that I am legal counsel to NPG 
Records, Paisley Park Enterprises, the Artist formerly 
Known as Of+> (the “Artist”) and the related companies 
of the Artist (all collectively referred herein as “Paisley 
Park"). Please be advised that Paisley Park retains pro- 
prietary rights in the names, images and likenesses and 
performances of the Artist. 

It has recently come to our attention that you have 
been proliferating material through the Internet and oth- 
erwise that contains copyrighted material owned by the 
Artist including, but not limited to, the Artists name, 
likeness or recordings (the “Unauthorized Material”) with- 
out any authorization from Paisley Park to do so. You 
are hereby put on notice that the dissemination of any 
such Unauthorized Material without the prior express aıı- 
thorization from Paisley Park may cause immediate and 
irreparable harm to Paisley 
Park's reputation and to the 
Artist's valuable proprietary 
right in his name, image and 
likeness and would also con- 
stitute a willful violation of 
beth federal and state unfair 
competition laws. 

Accordingly, we hereby de- 
mand the following of you and 
any person or entity with 


important shows, Lo + Plus (April 28th) and Cronicos Marcianas 
(April 29th), During the first she was asked about s name 
change, to which she responded, “It was very spiritual for 
him. We were in Puerto Rico, staring at the sea, and sud- 
denly he said to me, ‘I'm gonna change my name.’ And | 
said, ‘Well, what's it gonna be? So he drew it and |... ac- 
cepted it!” She also chatted about how they first met, the 
NPG Dance Company, and the different pets they have at 
home (four white doves, fish, a cat, and two dogs). 
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which you are affiliated: (1) that you immediately cease 
and desist from the dissemination, copying, or commer- 
cial exploitation of the Unauthorized Material; (2) deliv- 
er to us all such copies, including the packaging therefor 
which are in your possession and control; (3) that you 
deliver to us all such copies of Unauthorized Material 
which come into your possession and control; (4) that 
you secure the return of all such copies from any person 
or entities; (5) that you remove all Unauthorized Materi- 
al from your web pages or web sites, We further demand 
that you advise us, immediately of what steps you will 
take to prevent the dissemination or further distribution 
or exploitation of the Unauthorized Materials by you, 
any affiliates or related entities. 

You are hereby placed on notice that the possession 
and dissemination, or other exploitation of the Unau- 
thorized Material at issue is unlawful and a serious vio- 
lation of Paisley Park's legal and equitable rights for 
which they will hold you and any person or entity acting 
in concert with you, fully accountable. This letter is with- 
out prejudice to Paisley Park's legal and equitable rights, 
all of which are expressly reserved. 

Í look forward to hearing from you immediately but in no 
event later than the close of business on March 25, 1998, J or 
my associate, Gizelle Galang, can be reached at (212) 27 1- 
#412 or (212) 307-5500. 

Sincerely, 
L. Londell McMillan 

McMillan later stated that “Those that are friends 
who use their websites to promote the good of his 
music and humankind will be given the appropriate 
permissions. Those who are going beyond the bounds 
of supporting good music and the human good, as 
[The Artist] sees it, just so they can extract a profit from 
infringing on his work, will be prosecuted,” 

A few days later a second letter appeared: 

From: ShoTheLove <ShoThelLove@aol.com> 
Subject: An open letter from Londell McMillan 
Friends of Oj+>: 

A week ago, cease and desist letters were forwarded to 
certain website operators who were reported to be in vio- 
lation of Paisley Park Enterprises’ copyrights and trade- 
marks on the Internet. As we continue our investigation, 
I world like to thank the friends of Oj+> for showing 
support and understanding regarding this effort to protect 
Oj+>'s valuable properties and rights. As many of you 
may know, O]+> has been an active participant and en- 
thusiast of interactive and modern technology. Recently, 
Oj+> has taken bold and unprecedented steps to connect 
with his friends by selling records and other merchandise 
through the Internet. Unlawful and unabated theft on 
the Internet will undermine the many benefits and ad- 
vancements of Internet technology. Many of you have 
expressed concer and/or disagreement with our taking 
action by providing legal notice; others have requested 
guidelines as to what uses are acceptable. Unfortunately, 
we can not respond to all letters of concern and support. 
This letter, however, is intended to clarify matters. 

By requesting that unauthorised material be removed from 
certain websites, we are not necessarily seeking to close them 
all down, We appreciate and support legitimate sites that 
offer a forum for sharing ideas and information, However, 
the Internet should not be used as an “inter-theft” highway, 
Unauthorized use of P's creative material and property de- 
prives him of the benefits of his creations even if the user 
does not financially benefit from the use of these materials, 
Website operators should completely avoid using any of O|+>'s 
legally protected material. Certainly, the unauthorized sale 
of sound recordings and music compositions by Ol+> (ie. 
bootlegging) is unlawfil, Also, the symbol “Oj+>" and his 
name, image and likeness should not be used in a manner 
that may be construed as an endorsment by O]+> of its use. 
Website operators should also refrain from selling ilegal mer- 
chandise or allowing others to advertise the sale of illegal 
merchandise on their website. Those who choose to disre- 
gard the law and ignore the truth shall be held accountable. 

Again, the recent letters were sent as part of an effort 
to protect O]+>. Legal notification is the appropriate first 
step, We appreciate your support and cooperation, 
Sincerely, 

L. Londell McMillan (Counsel to O]+>) 





“Newpo 


Billed as Newpower Soul, :®', The NPG, and Larry Graham 
began playing a few, mostly smaller-sized venues in the 
East, Midwest and Southern portions of the US in mid- 
April. So far the site selection has concentrated on cities 
with a large ‘¥ fan base (including New York and Chica- 
go), as well as a few cities that the Jam Of The Year tour 
did not reach (such as Huntsville and Columbus). It was 
originally announced that Chaka Khan would be appear- 
ing with the group, but her schedule has only permitted 
her to participate in two shows so far, in New York and 
Chicago, Rapper Doug E. Fresh also made several quest 
appearances. 

More of an “organized, planned aftershow” because of 
its loose feel, the set has varied a great deal fram show to 
show so it is difficult to list a typical set. Normally, there 
were two or three distinct portions of the performance; 
the first set featuring Larry Graham, accompanied by $ 
on guitar, bass, or keyboards, going through same Sly 
and The Family Stone classics, his own Graham Central 
Station tracks, and a few songs from the upcoming 
GC52000 project. ^s set has mixed a few tracks from the 
Newpower Soul package with some of his greatest hit 
material to appease the casual fans in attendance. In gen- 
eral, the shows generated excellent reviews from the me- 
dia although many fans were disappointed that the shows 
did not feature more of “f. 


11 April: Irving Plaza, 
New York (New York) 

After performing at the Essence Awards, ‘ hosted astar- 
studded aftershow and party at the New York nightclub/ 
concert hall Irving Plaza (1,200 in attendance). The show 
was announced in advance, so many fans were also in at- 
tendance. Doors to the venue were opened just after mid- 
night, to allow those people who had attended an earlier 
show by a local band to clear out, “îs crew did not arrive 
until around 12:40 a.m. to begin setting up the equipment. 
While everyone waited Morris and Kirk tried to entertain 
the crowd by throwing out bottles of water and NPG Records 
sampler tapes to the audience. Many celebrities were in 
attendance, including Mariah Carey, Tom Joyner, Donatella 
Versace, Patti LaBelle, Sandra St. Victor, Joan Osborne, Lynn 
Whitfield, Chris Rock, Wesley Snipes, Rosie Perez, Q-Tip, 
and Billy Corgan of the Smashing Pumpkins. Mayte’s mother, 
Nellie Garcia, also took in the show. 

Finally, at 2:50 a.m.“' and The NPG (Morris Hayes, Marva 
King, Kirk Johnson, Mike Scott, and Rhonda Smith) alongwith 
Larry Graham and Chaka Khan took to the stage. The group 
opened with “Thank You (Fallettinme Be Mice Elf Agin,” fol- 
lowed by “Days Of Wild” and "Everyday People.” Announc- 
ing the latter, “î said, “I don't know what happened, but this 
song is not about a car!” making an obvious reference to the 
Toyota automobile commercials that feature the track. They 
played the new GCS2000 track “Free” next, before afew mem- 
bers of Chaka Khan's band came out for a mini-set featuring 
heron vocals (7 played keyboards and Graham bass, of course): 
“Sweet Thing,” “You Got The Love,” and the Rufus classic “Tell 
Me Something Good,” The main set closed with a lengthy 
version of “The jam." 

The 45-minute encore kicked off with “Mad Sex," 
which featured Mayte and Kirk dancing with ‘? and wav- 
ing towels. ‘ then tried to end the show with “I Want 
To Take You Higher,” which had surprise guest George 
Benson strapping on a guitar. Alter î“ had left, rapper 
Doug E. Fresh leaped on stage and began a jam centered 
on his human beatbox groove, After a few minutes 'F re- 
appeared and the group went into “Push It Up,” and 
Fresh's own “La-Di Da-Di,"” and the chant from “Bustin’ 
Loose” before the show concluded at 4:55 a.m. with a bit 
of “Talkin’ Loud and Sayin’ Nothing.” 


20 April: Capital Ballroom, 
Washington D.C. 


‘F's show at the Capitol Ballroom in Washington, D.C, 
began at 10:15 a.m. and concluded around 12:40 a.m. 


The venue was not the greatest in the world, and î 
asked several times for a janitor to come out and sweep 
the stage. Not generating any reaction from the venue 
personnel, he grabbed a broom himself and started to 
sweep the stage. + was very talkative throughout, even 
commenting at one point that CD's only cost 83 cents 
each to produce and complained that artists/musicians 
are not getting paid for their body of work (he cited 
TLC, Toni Braxton, Chaka Khan, and Larry Graham as 
examples). 

Chaka Khan was not present for the show due to a 
passport problem that prevented her from returning from 
Europe in time. Doug E. Fresh filled in for her instead. The 
first portion of the show included “Days Of Wild,” “Thank 
You (Fallettinme Be Mice Elf Agin),” “Everyday People, 
“Push It Up,” “Free,” “Purple Rain,” and “Face Down.” 





While © was off changing outfits, Fresh took over for a 
performance of “La-Di Da-Di,” “The Show,” “Bustin’ 
Loose,” and “2001.” He also led the audience in the 
"Freaks on this side” chant, and during the jam dancer 
Kamilah Wohlford joined everyone onstage. ®© returned 
for “The Jam,” which concluded the main set. was back 
with The NPG for an encore of “Let's Go Crazy,” “She's 
Always In My Hair,” “U Got The Look,” “Kiss,” “Baby, I'm 
A Star,” and “1999.” 


21 April: Electric Factory, 
Philadelphia (Pennsylvania) 
Beginning at 10:15 a.m. for the second consecu- 
tive evening, the concert at the Electric Factory in Phil- 
adelphia was more of a Prince? showcase than the 


previous two performances. Chaka Khan still had not 
arrived from Europe, and Doug E. Fresh was absent as 
well. The set consisted of “The Ride,” “Bambi,” “Days 
Of Wild,” “Thank You (Fallettinme Be Mice Elf Agin),” 
“Everyday People,” “Free,” “Purple Rain,” “Face 
Down,” “18 & Over,” “Talkin’ Loud and Sayin’ Noth- 
ing,” "Let's Work,” “Delirious,” “The Good Life,” 
“Come On,” “Release Yourself” (a GCS cover tune),” 
“The Jam,” “Acknowledge Me” — “Bustin’ Loose” — 
“2001” jam, “Kiss,” and “Gett Off.” The show ended 
at 12:30 a.m. 

A more or less private party was held at the Egypt 
Club following the show. ®“ did not arrive until shortly 
before the club closed at 3 a.m., but the party contin- 
ued as everyone else was ushered out. 








24 April: Aragon Ballroom, 
Chicago (illinois) 


Several celebrities were on hand for ‘7's show at the 
Aragon Ballroom in Chicago, including comedian/actor 
Sinbad (who appeared onstage during “The Jam”) and 
activist/politician Jesse Jackson and his son Jesse Jackson, 
Jr. Chaka Khan was in the house for the first time since 
the Irving Plaza show, and Doug E. Fresh also put in an 
appearance. 

The show opened at 10:35 p.m. with ® and The 
NPG doing “The Ride,” “Bambi,” and “Days Of Wild,” 
before Larry Graham joined in for “Thank You 
(Fallettinme Be Mice Elf Agin),” “Everyday People,” and 
“Free.” At this point Chaka Khan came out with a few 
of her band members for “You Got The Love,” “Sweet 
Thing,” “Stop On By,” “and “Tell Me Something Good.” 
“Purple Rain” was next, featuring a lengthy speech by 
$ about how unfair record companies were and the 
importance of freedom, followed by “Face Down,” the 
new track “Freaks On This Side,” “Come On,” “Push It 
Up,” “La-Di Da-Di,” “The Show,” “Mad Sex,” “(Got My 
Groove On) Baby Let’s Go,” “I Want To Take You High- 
er” — “Alphabet St.,” and “Release Yourself.” The show 
came to a conclusion at 1:15 a.m. with “The Jam.” The 
official afterparty, which ® attended, was held at 
Excalibur, 





7 May: Memorial Auditorium, 
Chattanooga (Tennessee) 


The next date was in Chattanooga, Tennessee, at the 
Memorial Auditorium - the first time ‘* had been to the 
city since opening the 1999 tour there in 1982. A near 
capacity crowd of 3,700 was on hand, about 100 shy of 
a complete sell-out (probably due to the fact that local 
radio stations were reporting the concert had already 
sold out when in actuality a few tickets remained). The 
performance, which was scheduled for 9 p.m., began 
promptly at 10 p.m. and lasted until 12:30 a.m. Doug 
E. Fresh was not present for the show. The group played 
“Days Of Wild,” “Bambi,” “Thank You (Fallettinme Be 
Mice Elf Agin),” “Free,” “Everyday People,” “Just Be My 
Lady,” “One In A Million You,” “I Want To Take You 
Higher,” - “Alphabet St.,” “Release Yourself,” “The Jam,” 
“Purple Rain,” “Talkin’ Loud and Sayin’ Nothing,” “Let’s 
Work,” “Delirious,” “Let’s Go Crazy,” “She's Always In 
My Hair,” “U Got The Look,” “Kiss,” “Gett Off,” “Baby, 
I'm A Star,” “1999,” The pre-show soundcheck featured 
work on “Lonely Teardrops” and “Everyday People” 
amongst others. 















8 May: Von Braun Civic 
Center, Huntsville (Alabama) 


Disappointingly, the Von Braun Civic Center in 
Huntsville, Alabama, was only half-full for ’s concert 
there (approximately 4,000 in attendance), but he did 
not seem to mind too much, remarking at one point 
that “the ones that are supposed to be here are here.” 
Taking the stage at 8:45 p.m., the concert was almost 
identical to the previous gig in Chattanooga: “Days Of 
Wild,” “Thank you (Fallettinme Be Mice Elf Agin), “Free,” 
“Everyday People,” “Just Be My Lady,” “One In A Mil- 
lion You,” “I Want To Take You Higher” - “Alphabet 
St,” “Release Yourself,” “The Jam,” “Purple Rain,” 





“Talkin” Loud and Sayin’ Nothing,” “Let's Work,” “De- 
lirious,” “Let's Go Crazy,” “She’s Always In My Hair,” “U 
Got The Look,” “Kiss,” “Gett Off,” “Baby, I'm A Star,” 
“1999.” For the second consecutive date, Doug E. Fresh 
was absent. 

A concert in Birmingham, Alabama at Boutwell Audi- 
torium originally scheduled for May 10", was cancelled 
because reportedly only 700 tickets were sold. 


12 May: Gateway Center, 
Collinsville (Missouri) 


For the first time on the mini-tour, Larry Graham 
brought along GCS horn players Cynthia Robinson 
(trumpet) and Jerry Martini (saxophone) for the per- 
formance at the Gateway Center in Collinsville, Mis- 
souri, outside St. Louis. Doug E. Fresh also re-joined 
the group at this point. The set, which began at 9:30 
p.m. and lasted until 11:50 p.m., included: “Days Of 
Wild” (instrumental only), “Thank You (Fallettinme Be 
Mice Elf Agin),” “Free,” “Everyday People,” “Just Be 
My Lady,” “One In A Million You,” “Release Yourself,” 
“Freaks On This Side,” “I Want To Take you Higher” - 
“Alphabet St.,” “The Jam,” “Purple Rain,” “Push It Up,” 
Mad Sex,” “Come On,” “Talkin’ Loud and Sayin’ 
Nothing,” “Let’s Work,” “Delirious,” “Let’s Go Crazy,” 
“She's Always In My Hair,” “Kiss,” and “Gett Off.” 
During the instrumental beginning to “Purple Rain,” 
F's guitar was not working properly, so he brought 
several people onstage to dance along with Doug E. 
Fresh as they began to play the three tracks from 
Newpower Soul. An afterparty was held at a club called 
The Monastery. 





13 way; Battelle Hall, 
Columbus (Ohio) 


Billed as “The One’ Featuring The Artist with Larry 
Graham,” tickets for ®’s show at the 8,000-seat Battelle 
Hall in Columbus, Ohio, sold out in a little over 30 
minutes when they went on sale two days prior to the 
concert. The large turnout and the extremely enthusias- 
tic audience energized ®, who turned in one of the 
longest and most extraordinary performances of his 
entire career at a little over 165 minutes in duration. 
The crowd was on its feet from the opening notes to the 
last, dancing so much that the concrete floor shook and 
was bouncing up and down! 

The show began promptly at 10 p.m. as the song 
“Newpower Soul” was played from CD and the band 
took to the stage. ‘ started out on keyboards, and 
Doug E. Fresh led the audience through several chants 
(“O-hi-o,” “Who rocks the hardest? The Artist rocks 
the hardest?” and “Who's on the stage making histo- 
ry? N-P-G,” etc) as they played the first song, “Push It 
Up.” This was followed by “Mad Sex,” with Fresh throw- 
ing in some lines from his own “La-Di Da-Di,” and 
“Come On.” ‘ turned to guitar as Larry Graham, along 
with fellow GCS bandmembers Cynthia Robinson on 
trumpet and Jerry Martini on saxophone, made his en- 
trance, opening with “Thank You (Fallettinme Be Mice 
Elf Agin),” “Free,” “Everyday People,” “Just Be My Lady,” 
“One In A Million You,” “I Want To Take You Higher” 
with a little bit of “Alphabet St.” thrown in, and “The 
Jam.” 

# began his own lengthy set immediately after “The 
Jam” with “Purple Rain.” This was followed by “The 
Ride,” “Bambi,” “Talkin’ Loud and Sayin’ Nothing” pref- 
aced by some of “I Feel Alright,” “Let’s Work,” “Delir- 
ious,” “Let’s Go Crazy,” “She's Always In My Hair,” “U 
Got The Look,” “Kiss,” “Gett Off,” which included a bit 
of “Flashlight,” “Do Me, Baby” medley, “Sexy MF,” 
and “If | Was Your Girlfriend,” finally ending the show 
at 12:45 a.m, with “Take Me With” and “Raspberry 
Beret.” 

The official afterparty way held at Mecca, a nightclub 
housed in an old warehouse. The band arrived around 
1:30 a.m. and ® shortly thereafter. Four songs off the 
Newpower Soul CD were played, including “Come On,” 
“Mad Sex,” and “Push It Up.” 


Mini-tour report by Harold Lewis, 








Love or fear? 





UPTOWN Letters 
PO Box 142 + SE-453 23 Lysekil * Sweden 
letters@uptown.se 


In recent months, we've received many letters from 
readers who're disturbed by the “cease and desist” 
letters from 4*"s legal counsel and disappointed in the 
way the Crystal Ball release was handled. Clearly, many 
feel let-down and hurt. We've noticed a decline in the 
number of subscribers for the first time since we start- 
ed, so there is no question that ® has lost followers 
due to what has happened. Some people have asked 
us to make an “official statement” or “take a stand.” 
However, this is not in our primary interest since we 
see ourselves first and foremost as a magazine devoted 
to the Artist’s work: describing, discussing, and analys- 
ing it in considerable detail (we've never been too con- 
cerned with “idolatry,” to use ®’s own expression, or 
investigating “’s personal life). Anyway, many of the 
letters published here touch on the recent events and 
show the concern of our readers. 

Many people have written to comment on our ar- 
ticles on The Truth (UPTOWN #30) and Crystal Ball 
(UPTOWN #32), mostly positive words but also some 
negative remarks. Apparently, some felt the Crystal 
Ball article was a cop-out since it really wasn’t much 
of an examination of the album tracks, something 
which readers have come to expect from UPTOWN’s 
album studies. Admittedly, the article was somewhat 
shallow, but it was never intended as an in-depth 
review or study of the album (we had hardly had time 
to listen to the tracks before we went to press); it was 
a fairly “lighthearted” discussion. Regardless, most 
readers lauded the informative “liner notes” and the 
comparisons we made with previously circulating ver- 
sions. 

A few people still seem a bit upset that UPTOWN 
sometimes is critical of aspects of ®’s work; how dare 
we criticize the work of a true genius and a modern- 
day Mozart? Just because we sometimes take a critical 
slant, it doesn’t mean that we are fostering “negativi- 
ty” or trying to cause the collapse of ‘?’s empire. We 
are just offering our opinion, Every member of UP- 
TOWN’s staff is a huge admirer of ®. Otherwise we 
wouldn't put in the time and effort it takes to bring 
UPTOWN to you five times a year. And we want noth- 
ing more than for him to be successful and prosper- 
ous, We all know what ‘ is capable of when he’s 
clicking on all cylinders! 

Thanks to all of you who have written. We feel that 
most letters answer for themselves, without the need 
for our comments. Keep on writing! 





Hi Uptowners! 

I was very impressed, as usual, with the latest is- 
sue of UPTOWN, Per Nilsen'’s Dream Factory excerpt 
was fascinating and really made me anxious to 
read more, Can't wait to get my hands on the book. 
No doubt it will be the ultimate Prince/* book. 1 
also enjoyed the Crystal Ball article and I sympa- 
thize with many of the comments you made, 
though not all. It’s refreshing to see a ®-related 
zine that’s prepared to criticize and praise. Many 
seem afraid to say anything negative these days of 
“divide and conquer.” 

Why are we ® fans so scared? Is it similar with 
the fans of other artists? We all love ® dearly, but 
that doesn't mean that there aren't things we dis- 
approve of, such as the way the Crystal Ball release 
was handled. Fiasco is a mild word. | know many 
who don't even want to call themselves “fans” be- 
cause they're afraid of upsetting other followers who 
have been told that ® views “fans” as “fanatics” and 
that he despises them. It really has become para- 
noid. Where is the “love” in “love for another”? Does 
$“ realize what's happening? Or who is to blame for 
this unhealthy development? 

Yours, 

Chris Barber, England. 
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Speaking up 

Dear UPTOWN, 

First off, thanks for yet another great issue. I’m 
a big fan of yours, and have been for quite a while. 
I sure hope that you can remain focused through- 
out all the current noise, with e-mails from lawyers, 
ass-kissers, the Crystal Ball disaster, and God knows 
what. During the last few months, | has proved to 
be quite a jerk. I still didn’t receive my Crystal Ball 
pre-order, but it’s been available in stores for a cou- 
ple of months - cheaper! And the letter from 
McMillan have cost ® much of the little goodwill 
that was left. That letter is a huge insult to all of 
us, no matter if you received it or not. We're the 
ones paying his bills. 

Anyway, in the next issue I hope to get your 
thoughts on all the recent events. There were a cou- 
ple of brief comments about the Crystal Ball situa- 
tion in the latest issue, but I think there should be 
room for more. UPTOWN has really been important 
to the ‘ community during the last few years. Let’s 
face it, “”s music hasn’t exactly improved during 
the 90’s. IMHO, he’s still the best out there, but he’s 
not the innovator he was 10 years ago. UPIOWN 
has meant a lot to me as a fan, and I think at a 
time like this, it’s more important than ever for you 
to speak up, just like the @ family has been doing. 
There are many of us out here who just don’t have 
the guts to do that. Your reviews of The Truth and 
Crystal Ball were excellent. That’s exactly what I’m 
talking about. Objective, fair and unbiased, not 
afraid of the PTP (Paisley Thought Police). 

Finally, the TURN IT UP book is awesome! I 
would love to see you publish more books like it. 
Perhaps one with all the tour reports, one with all 
the bootleg tracklistings, or maybe a really exten- 
sive discography with pictures of all the sleeves as 
well as detailed info on all items. Whatever, just 
give us more UPTOWN books. I’m looking forward 
to Per Nilsen’s new book. The Dream Factory special 
was very, very interesting. This book should be a 
smash. Thanks for all your great work. Keep it up! 

Peace to you, 

Steve Rodale, via Internet. 


oe 


Reassessing The Truth 


Dear Sirs, 

When I received the October issue of UPTOWN 
(#30) I must say that I don’t agree at all with the 
review by Magnus Nilsson of The Truth acoustic al- 
bum. In my opinion he hasn’t listened to it very 
well. I think The Truth is a very good album. Per- 
haps one of the most attractive Prince made in the 
nineties, together with Emancipation of course. 
“The Truth,” “Dionne,” “Man In A Uniform,” “Ani- 
mal Kingdom,” “Fascination,” and “Circle Of 
Amour” are all excellent tracks because they are so 
different from what Prince does usually. And that’s 
what we, the fans, are expecting from him today; 
something different. The Truth, for me, brings 
something new and is definitely more complex 
than it seems at first listening. 

Yours, 

Jean-Marc Froidure, France. 








I also agree with Per; when I hear about a new 
song called “Mad Sex,” I think “here we go again.” 
We've heard it all before! Like Harold correctly 
pointed out, ®%“ will be 40 this year. I think many 
fans, even the die-hards, are getting tired of all 
these teen-style sex songs (“18 & Over” for exam- 
ple). 

In my opinion, ‘ needs some new inspiration 
and fresh ideas. He needs to get away from Paisley 
Park, travel the world, meet some new people. + is 
too talented to hire a producer to produce him, but 
why not collaborate with other truly talented folks? 
When I say collaborate, I mean the two of them 
could co-write lyrics and music, and perform the 
music together. Look at how Babyface works with 
Eric Clapton; he mixes his vision with Clapton’s and 
the results are fantastic! 

There are many great artists and musicians 
that ® should consider working with. The Fugees 
are totally innovative and exciting; lead vocalist 
Lauryn Hill is also a great producer. Wyclef 
Jean’s solo CD The Carnival is astonishing, to 
say the least. If # were to co-produce his next 
CD with them, imagine what it would sound 
like! # could also explore “electronica” a little 
more. Taking a cue from Madonna, he could 
work side-by-side with a techno wiz like William 
Orbit and come up with something really new 
and relevant. 

‘* also needs to change his style. He’s still wear- 
ing those see-through lace pants that look as if 
they’re hand-me-downs from the Purple Rain tour! 
I think he would be taken much more seriously if 
he started wearing sharp three-piece suits on-stage 
and got a much more conservative, manly haircut. 
The whole androgyny thing was cool in the early 
80’s, but it’s no longer exciting in the 90’s. Besides, 
+ is supposed to be about moving on, not staying 
in the past. You don’t see Madonna wearing linge- 
rie anymore, do you? 

Finally, a new band is definitely in order. Like 
Per pointed out, Wendy & Lisa as well as Eric Leeds 
contributed a lot to Prince’s vision. I just don’t 
think the current band bring much to the table, as 
far as ‘¥’s music is concerned. Without a doubt, the 
1987-88 Sign O’ The Times/Lovesexy band was his 
best line-up ever. And, not surprisingly, he recorded 
some of his strongest music during that period. It 
might even be a good idea to get some old members 
back (Dr. Fink, Rosie Gaines, André Cymone). It cer- 
tainly can’t hurt! 

David Irving, San José, California. 




















The Future 


Hello UPTOWN! 

After reading the excellent views expressed in 
UPTOWN by Lars O. Einarsson, Harold Lewis, and 
Per Nilsen concerning $s music and career, I de- 
cided to write down my own thoughts about this 
topic. I fully agree with Lars, many other artists 
(U2, Madonna, etc) have no trouble making new, 
exciting music. They work with new producers, 
which enables them to branch out, try new things 
and sound totally different than the last record 
they did. Madonna’s new CD, Ray Of Light, is un- 
like anything she’s ever done. Emancipation is a 
great work, but can we honestly say that it’s differ- 
ent from any other + CD? 








The real world 

Hi UPTOWN! 

I felt I had to write you and let you know how I 
and many of my * friends feel about the Crystal 
Ball disaster (selling the CD in the shops before 
those who had pre-ordered received theirs!) and the 
legal threats from #'s attorney to close down 
websites. For all his talk about his followers as his 
“friends” and the interactive possibilities of the Net, 
$“ seems very remote, further away from his follow- 
ers than ever. His isolation has done him a lot of 
harm, no question about that. 

It’s interesting to see websites devoted to other 
artists than ® and read about the fans’ close en- 
counters with their idols. Most stars seem to have a 
genuine bonding with their fans, taking the time to 
talk with them, sign autographs, or pose to have 
photos taken with them. Simple things that'’re real- 
ly important to the fans. I think it’s very rare with 
someone who’s so protected from the outer world as 
$ is. I hear that even Mayte has a bodyguard. For 
Christ’s sake, even Madonna is travelling around 
LA without bodyguards! 

The Crystal Ball disaster showed that 4s simply 
not living in the real world, where everything takes 
time - usually much longer than expected - and 
nothing is as straightforward or simple as it seems. 
I have the greatest respect for ® as an artist, make 











no mistake about that, but he’s proved to be a poor 
businessman/entrepreneur. The last word is that 
the new NPG album will be sold via a phone line 
like CB was! How many will attempt to pre-order 
after what happened last time!? I think most of us 
will know better this time around than to pre-order! 
After all, all of us living in the real world learn by 
making mistakes throughout our lives. I wonder 
how it works in the fantasy world which ® inhab- 
its? 
Love and peace! 
Greg Heatley, San Francisco, CA. 





Negativity 
Hello UPTOWN! 


I read Pierre Igot’s commentary about your arti- 
cle on Crystal Ball in UPTOWN #33 on his Le Grind 
website. He obviously didn’t share your views, at 
least not concerning Madonna’s new album, Ray Of 
Light, or your suggestions that ® perhaps should 
work with outside producers on his next album. I 
fully agree with your ideas and I support your ap- 
proach of constructive criticism. On the whole, I 
think your “review” was very positive. That’s why 
it makes me so upset to see Igot’s comment that he, 
apparently, sees UPTOWN as representative of “sys- 
tematic and destructive negativity.” I was very sur- 
prised that you didn’t challenge him about it. It’s 
obvious to anyone with a minimum of objectivity 
that UPTOWN never has been a forum for “system- 
atic and destructive negativity.” Just because some 
of your writers express an opinion that is not whol- 
ly positive doesn’t mean you’re expressing “negativ- 
ity.” When you (or I or other fans) are criticizing 
something, it’s not because we're evil-minded, ma- 
licious or heartless! Unfortunately, I feel Mr. Igot is 
doing the ® community a disservice with his “di- 
vide and conquer” attitude towards other F 
websites and fanzines. 

Mark Henderson, New York, NY. 





Old Power Soul 


Is the Artist in a creative rut? Well, not exactly, 
but let’s be honest: his new music just isn’t as dar- 
ing and exciting as it once was. Emancipation is a 
strong effort, but truthfully, he’s not really doing 
anything we haven't already heard before. There is 
nothing groundbreaking or original on it. On many 
songs, his songwriting is stale (the tired phrase 
“party all night long” pops up on two songs!) and 
many of the slower tracks (“Somebody’s Somebody” 
for example) are OK, but they don’t sound very dis- 
tinctive. 

If you think I’m being harsh, keep in mind that 
this is the same artist who once wrote classics like 
“When You Were Mine” and “Lady Cab Driver” 
and numerous other songs that were totally ahead 
of their time and unlike anything else on the radio. 
To many critics and fans, the last truly inspired al- 
bum he did was 1988's Lovesexy. Did I say “in- 
spired”? The problem with most of ‘“’s new stuff is 
simply a lack of inspiration. He’s a genius, but even 
a genius needs to re-charge his creative batteries 
sometimes. He truly needs some new inspiration. 
His music is becoming too polished, too predictable, 
and too boring. The Artist is a lot of things, some 
good, some bad. But complacency has never been 
his style. 

A commentary by a group of fans, via Ray Chavez, USA. 








Control vs. freedom 


UPTOWN, 

In a Vibe article from August, 1994, Prince said, 
“Nobody has a mortagage on our thoughts. We’ve 
got it all wrong, discouraging our artists. In Ameri- 
ca, we’re just not as free as we think.” At the time, 
it was something most of us could relate to. “Down 
with corporate control,” we said. “Free the slave!” 
we demanded, eyes shining with hope for the fu- 























ture. Of course, the reality was that Prince was nev- 
er a slave. Certainly not any more than most of us 
are today. And, in the aftermath of his “emancipa- 
tion” - which was anticipated and celebrated in the 
event by fans with a true feeling of “hope” and 
“goodwill” to a man who’d not only recently (at the 
time) gone through a deeply traumatic personal 
experience, but who'd also finally (we’d been led to 
believe) achieved the so-called artistic freedom he 
and we had called for- it has become more than 
evident that he is no different than he was before, 
and we are still. He is still a “slave.” His “slavery” 
has not changed at its fundamental level one whit! 

Unfortunately, what has transpired since “Eman- 
cipation Day” has been nothing short of tragic. It 
has been an almost continuous procession of disap- 
pointments for fans, each new disappointment 
coming hard on the heels of the previous. It’s been 
a pattern broken only by the US tours - and this 
only imperfectly, due to all sorts of controversies 
from ticket pricing, cancellations, set lists, and so 
on and on ad nasueum. 

The recent nonsense with Crystal Ball (do we re- 
ally need a recap?) has been buried (as was perhaps 
hoped) under the avalanche of reaction to another 
of Prince’s latest bombshells: the so-called “cease 
and desist” notices sent out to various Internet in- 
terests which dealt with fan-based support of Prince 
and the Paisley Park sub-culture. And it’s no acci- 
dent that the legal notices preceded the news of sev- 
eral forthcoming Paisley Park albums. Again, what 
we're being forced to deal with is Prince’s attempts 
to blur some of the central issues of fan discontent 
and soften the backlash of his legal manoeuvring 
by providing his lemmings with a reason to say, 
“Why all the negativity? Look at all this new mu- 
sic!! Let’s forget this other stuff and just remember 
what it’s all about - the music.” 

Luckily for the moral and intellectual well-being 
of the online Prince community, there are more 
than a few fans tenacious enough to hang on in the 
face of Prince’s continuing divisive policies, and 
with enough integrity to not accept what’s going on 
with passive and all-accepting servility and what is 
a sickening “it’s all good!” mentality. Many of these 
“feel-good” fans seek to divert attention with a “fo- 
cus on the music”/ “it’s all about the music” rheto- 
ric. If I were to say this line of thinking is not only 
moronic, but astounding in its level of short- 
sightedness and ignorance, I would still be under- 
stating the case. The music is an element. But the 
whole fan-culture phenomenon/dynamic is much 
more complex than this rather simple-minded ex- 
pression allows for. 

There are many issues related to the current state 
of affairs which deserve to be addressed, not least of 
which is: What does Prince actually stand for now? 
What is he all about? The latest legal demand from 
Prince is extremely disappointing and it cannot help 
but hit most fans at some level of profundity. We can 
attempt to explain the action away with reference 
to Prince’s legal rights. In fact, a person could prob- 
ably do a very convincing job at it- particularly 
since the target audience will not be particularly 
well-versed in copyright law. And certainly, Prince 
does have the right to protect his interests according 
to the law. But I’m not interested in looking at this 
issue from the legal standpoint. I am of the opinion 
that what we ought to examine are the ethics in- 
volved. When we look at the quote at the top of this 
message, and we re-think just where all this is com- 
ing from and/or leading to, and what kind of values 
the legal demand reflects, surely we cannot simply 
lie down and say, “Well, I still like ‘Dirty Mind.’” 
Don’t forget, Prince himself has said it the recent 
past of WB-era music, “They’re songs from a long 
time ago - that’s not who I am” (Rolling Stone, No- 
vember 1996). 

This stance from Prince demands that fans take 
stock and talk about what on earth is actually go- 
ing on here! This is a musician and cultural icon 
who made his (political) reputation on supporting 

















freedom, dissing authority and the restrictiveness 
and unjustness it represents, on challenging the sta- 
tus quo, and especially on championing the cause 
of art over business, and who now seems keen on 
championing the cultural contribution of musi- 
cians who time has either forgotten or neglected to 
a certain extent. Can this really be the same guy 
who’s now actually seeking to restrict creative free- 
dom of others? The answer to that question is a de- 
pressingly resounding, “yes!” 

America has never been “free” — despite the 
propaganda which has always been shoved down 
our throats but which rose to ridiculous levels dur- 
ing the Cold War era -~ and is really sad to see 
Prince himself becoming party to one of the major 
mechanisms (the Justice system) which has perpet- 
uated this lack of real freedom and which has al- 
ways acted under either heavy or direct influence 
from big business interests. 

What we have here is an issue which is much 
greater than the legal one of copyright. What we 
have here is someone (i.e. Prince) who is attempt- 
ing to do something which to me, seems quite lack- 
ing in ethical integrity. The concept of “copyright” 
as it exists in its present form is a direct attack 
upon creativity, and therefore, cultural enrichment, 
and therefore, a direct attack on all of us and the 
kind of environments we live in. (Prince may quib- 
ble about his definition of the word “artist”. He al- 
most definitely would, given his incredibly arrogant 
views of himself and his place in pop music culture. 
I suspect he would mean it to include only himself 
and those he approved of.) The whole issue of copy- 
right and protection of work created is more about 
greed than anything else. It certainly has nothing to 
do with ethical integrity. By seeking to control as 
much as he is seeking to control, to judge from the 
wording in his demands, Prince is depriving the 
public of their chance to add their own creativity to 
what he has already done. Prince, and everyone 
who creates (or thinks!) builds, to a greater or less- 
er extent, on what others have done before. His no- 
tice essentially demands that no one adds to what 
he’s done. 

To build upon the ideas of those who have gone 
before us is not necessarily piracy. It is not necessar- 
ily unethical. To limit the creativity of others who 
must seek your approval for all proposed uses of 
your work and even your very image, most certain- 
ly is unethical. Can we imagine a world where this 
kind of thing was standard practice for every enti- 
ty? What a dry, dreary, bleak place that would be! 
If it could exist at all. 

I am dismayed by Prince’s latest stand on this 
issue. How often have we heard him decry the cap- 
italist element in the creation of music, and in his 
creativity in general. It is one of the main reasons 
he cited as part of his dissatisfaction with Warners. 
There was a time when Prince felt disgusted by the 
dollar consideration in his creative process. “Funk 
is its own reward,” as George Clinton once said. 
Unfortunately, we are now dealing with a Prince 
for whom money has become the prime motivator. 
All of his endeavours are now measured by his 
bank account. His very reason for making music 
now seems to be for financial gain before any oth- 
er consideration. This in itself, while being morally 
impoverished, is not necessarily the worst thing 
that could happen. But his attempts to limit (and 
prevent entirely in cases which don’t meet his own 
approval) people from creating their own work on 
the basis that they are drawing on his work is im- 
moral, and like I’ve said, an attack upon society. 

In 1991, Judge Sandra Day O’Conner said, “The 
primary objective of copyright is not to reward the 
labour of authors, but to promote the progress of 
science and useful art.” And here we have a clear 


that what Prince is really doing has nothing to do 
with promoting art. He is doing what he is doing 
out of greed. He is preventing us from using his 
work as the basis of our own creativity as we see fit 
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(remember: my contentions are based upon the 
non-commercial aspects of the issue.). If I take a 
song and change it in some way, I am “creating” 
something new in that it now is different from the 
original. I may, therefore, be able to claim that I 
am now communicating something different - that 
I am communicating an idea/message of my own. 
To hell with whether Prince likes what I did to his 
music or not; it’s my creative processes at work. The 
same goes for photos. If I want to scan a picture, or 
just take one from somewhere, the way I use it or 
change it can alter its whole impact and meaning. 
Even if I merely take a picture of Prince and paste 
it onto a background which depicts the flag of 
Communist China, or do another one with the 
background being of the USA, I am creating two 
entirely different pieces of work, which are original 
and which may convey different messages. 

By requiring me to have to ask Prince for his 
approval to use his image or perhaps to clear copy- 
right on the photo is unreasonable, impractical, 
and an ethical infringement upon my rights to cre- 
ate. In neither case does Prince lose his work. They 
still exist in their original form. I have merely cre- 
ated a personal expression using images which ex- 
isted before. 

What we have with the copyright laws as they 
exist is a mechanism which helps the rich and pow- 
erful to exert control over the less rich and power- 
ful — an intellectual totalitarianism, cultural fas- 
cism. As a brief aside, I am always amused to hear 
Prince spout forth his quasi-religious nonsense, par- 
ticularly when I see him say that his music comes 
directly from “God” - that it’s as if he’s plugged in 
to some cosmic message machine wherein the 
songs come to him from on high fully realised, just 
waiting for him to express them. In essence, Prince 
claims he is some kind of earthly “conduit” for 
“God”. Aside from the incredible arrogance and 
even the ludicrousness of his claims (I don’t know 
why some people, e.g. mass murderers, who claim 
they received messenges from “God” are taken less 
seriously than people, in this case, artists, who 
claim they have received messages from “God”), 
why on earth is Prince demanding all the money he 
thinks he deserves for ideas which aren’t even his? 
If they’re “God’s” ideas, and his musical ability is a 
gift from “God,” Prince’s actual efforts in the whole 
process are minimal to say the least, mechanical at 
best! 

Anyway, I’m not saying creators deserve no rec- 
ompense whatsoever. And we certainly should not 
be making money off other people’s work without 
compensating them. But the issue I’m addressing is 
one of artistic/creative freedom - not as some over- 
intellectualised or exclusive activity, but as some- 
thing we are all capable of engaging in to varying 
degrees of competency. Just because we don’t have 
a record contract, or have our paintings displayed 
in public art galleries doesn’t put us outside the 
realm of “creators.” We might just be unskilful 
“creators”! 

In short, there is no moral justification for the 
extent of severity expressed and implied in Prince’s 
legal notice restricting “our” creativity as he is try- 
ing to do. Why should he bother? Unless he’s only 
in it for the money after all... 

Cheers, 

Tony Berghuis, New Zealand. 
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Once again, there was no space... But, in UPTOWN #34, we 
will publish corrections and information about missing posters 
and postcards from UPTOWN #30. In the meantime, thanks 
to everyone who has helped us with information. 
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In UPTOWN #32, Per Nilsen traced the evolution of 
the Dream Factory project in an excerpt from his 
forthcoming book, DanceMusicSexRomance. 
Featuring major contributions by Lisa Coleman and 
Wendy Melvoin, the double LP Dream Factory was 
planned as the fourth album attributed to Prince 
and The Revolution, after Purple Rain, Around The 
World In A Day, and Parade. However, Prince 
shelved the record after deciding to dissolve The 
Revolution. Instead, he set to work on Camille, a 
single LP comprised of eight tracks featuring his 
voice speeded-up. He intended to release the 
album under the pseudonym Camille, but he 
changed his mind and decided to develop the 
album into a three-LP tour-de-force, Crystal Ball. To 
this end, he recorded a few new songs and 
incorporated seven Camille tracks, as well as many 
recordings made earlier in the year, including 
several Dream Factory tracks with 

Wendy and Lisa input. 





Crystal Ball was followed all the way through to the 
mastering stage, but Warner Bros.’ chief executives 
refused to allow Prince to release the record, 
arguing that a twenty-two-track three-LP 
extravaganza was not the best move after the 
disappointing showing of Parade and Under The 
Cherry Moon. Prince reluctantly accepted the 
record company’s decision and trimmed the album 
down to two LPs, which became Sign O” The Times. | 
This second excerpt from Per Nilsen’s : 
DanceMusicSexRomance describes the evolution of 
the Crystal Ball, Camille, and Sign O’ The Times 
projects in great detail. It is the first time the 
complete Crystal Ball track listing is made public! 
The text also covers a few additional Prince | 
projects in the second half of 1986, such as 
The Dawn film project, songwriting for | 
Dolly Parton and Joni Mitchell amongst others, 
and a projected collaboration with 
Michael Jackson. 
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Per Nilsen's fothcoming book, DanceMusicSexRomance, is Maqdziarz have been involved in the project since research exhaustive account of the first decade of Prince's career; it | 


based on a large number of interviews with Prince/'f' asso- began in 1994. The book will be published in September concludes with Sign O“ The Times and the non-release of the 
ciates. Around 200 hours of interviews forthe book hasbeen 1998 by Firefly, England, an association between SAF Pub- Block Album, The book offers unique insight into all of 


conducted. Minneapolis journalist Alan Freed and UPTOWN lishing and Helter Skelter, probably the world’s leading rock Prince's albums and projects, digging deeper and covering l 
staff members Duane Tudahl, Harold Lewis, and David J. book store, based in London. DanceMusicSexRomanceisan more ground than any previous book on the subject. 











the CRYSTAL BALL 


by Per Nilsen 


RINCE'S STUDIO WORK CONTINUED UNABATED DESPITE HIS 

decision to abandon the Dream Factory project. In late July 

and early August of 1986, prior to leaving for the European 

Parade tour, he taped “The Ball,” “Hot Thing,” and “For- 
ever In My Life” in his home studio. Eric Leeds and Matt Blistan 
added horns to “The Ball” and they participated in the “party talk” 
that closed the song, along with Greg Brooks, Wally Safford, and 
Prince. “The Ball” is a straightforward party song with no deep mes- 
sages. Prince has “no time for attitudes” and urges everybody to give 
up “any notions about the way things are” and come to the crystal ball 
to “get loose.” “Forever In My Life” features an interesting vocal ar- 
rangement, created purely by mistake. After laying down an LM-1 
drum machine beat and recording his background vocal, Prince asked 
Susan Rogers to mute the voice so he could put the lead vocal on top 
of it. However, when he had finished the recording and they played 
the song back in the control room, they realized that the lead vocal 
had entered a couple of bars too late and was lagging behind the back- 
ground vocal all the way through. “But it sounded great and he was 
very happy with it, so we kept it,” says Rogers. “The song was record- 
ed when he was engaged to Susannah and he was realizing it would be 
forever. He was comfortable with that thought.” When working on 
“Hot Thing,” Prince greatly impressed Rogers with his ability to pro- 
gramme the LM-1 drum machine and come up with irresistibly funky 
grooves. “I asked him, “How come you can make me dance with just 
four drum tracks? It’s funkier than most people’s finished songs.’ He 
said, ‘It’s all in the drum programming.’ We had only four tracks 
going, kick, snare, hi-hat, and the miscellaneous drum track. If the 
drums didn’t sound great, he felt it was building a song on a weak 
foundation, ‘If you can’t make it sound like a song with just the drums, 
why bother going on?’ No one can program a drum machine better 
than he can.” 

Immediately upon his return from the one-month Parade tour of 
Europe and Japan, Prince threw himself into a new film project, The 
Dawn. Planned as a musical, The Dawn concerned two rival bands, one 
of them called the Coco Boys. According to Tony Christian, Prince had 
ideas about Mazarati being one of the groups and he was considering 
parts for Tony LeMans and Lenny Kravitz, who had played together in 
the Los Angeles group Romeo Blue, and Micki Free, formerly of Sha- 
lamar. LeMans was also under consideration for Paisley Park Records as 
a solo artist. Christian describes The Dawn as “a black West Side Story- 
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type musical, starring two bands, rivalries, fighting it out. I don’t think 
Prince would have been in the movie, though. He would just be direct- 
ing it.” Prince recorded three songs that he had written specifically for 
The Dawn in his home studio: “Crucial,” “When The Dawn Of The 
Morning Comes,” and “Coco Boys,” which was developed from an in- 
strumental piece recorded during the Paris soundcheck session on the 
Parade tour. Describing a battle between the Coco Boys and another 
group, the track is a mid-tempo pop/funk tune with a calypso flavour. 
According to the lyrics, the band members all have blonde hair, “natural 
or otherwise,” and the group includes a trombone player as big as a 
house and a singer who looks like Sandra Dee, who was a pretty, blonde, 
former teenage model who became a well-known Hollywood actress in 
the sixties. “When The Dawn Of The Morning Comes” is a ballad, 
described by Mazarati’s Tony Christian as sounding a bit like “Free.” 

Eric Leeds added saxophone parts to “Coco Boys” and “Crucial.” 
“His instructions to me on ‘Crucial’ were to put on a horn solo where 
he starts to sing high. Well, there were about three or four places in 
the song where I could construe that, so I took the first one where he 
sang high and put a long sax solo on it. Unfortunately, that was in the 
same place as a long guitar solo. I played him that and he looked at 
me and said, “That's the wrong place.’ I said, ‘Oh, it’s a great solo, 
though, don’t you think?’ He said, “That’s where the guitar solo is.” | 
said, ‘Oops, I’m not going to win this battle.’ So, the next day I went 
in and put on a shorter solo in a different place.” “Crucial” is a gor- 
geous soulful pop song with a climactic chorus, sung by Prince in his 
falsetto voice. The melody of the chorus is similar to that of the later 
recorded “Cool Love” (included on Sheena Easton’s The Lover In Me, 
released in 1988). Prince wants his lover to show him everything and 
not hold anything back, because their love has got to be “crucial, 
everything from A to Z.” The song was included on the Crystal Ball 
three-CD set in 1998, but Prince chose a version without Eric’s saxo- 
phone part. Neither “Coco Boys” nor “When The Dawn Of The 
Morning Comes” has been released. 

Prince never saw The Dawn project through to its completion, 
although the scenario of two rival bands was incorporated into Graffiti 
Bridge, his next film project. The Dawn was still mentioned as a possi- 
ble film in 1989, but it remains unfinished to this day. Clearly, writing 
music tailored for a film or a play, and conjuring up characters and 
scenarios, provided a stimulating creative challenge for Prince. With 
the dissolution of his protégé bands, Apollonia 6, The Time, and The 
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in his home studio. The lyrics were inspired by Troy Beyer, whom 
Prince was seeing at the time. “Prince said directly to me that she was 
somewhat ‘witch-like’ and that she scared him because she was kind 
of spooky,” recalls Susan Rogers. The song was also a dig at Jesse 
Johnson's new album of the same title. “Prince teased Jesse about the 


fact that ‘Shockadelica’ was such a great title and why would you have 


an album title that great without having a song that took advantage of 


the title?,” says Alan Leeds. “So Prince set out, in his sarcastic way, to 
prove to Jesse that every album with a great title should have a song 
that shared the title.” Jesse Johnson told his side of the story in one of 
the promotional interviews for his Shockadelica album in 1986. “Prince 
called me up and said, ‘Jesse, I've written a great song for you called 
“Shockadelica.’” He knew my concept was hot and didn’t want to miss 
out, The last thing | can afford now is to look as if I have to lean on 


Prince, so I said, “Sorry, but I have enough trouble anyway.’ He got 


real pissed and said, ‘Fuck you! I'll pur it out myself.” Prince’s tape of 


“Shockadelica” was sent to Bernie Grundman’s for mastering of an 
acetate, A couple of days later, it showed up on the KMOJ radio 
station in Minneapolis and ended up being played on the air. “He 
wanted to get his song on the radio before Jesse’s album came out,” 
says Rogers. “In Prince's mind, it was schoolboy evil, prankster, but it 
was pretty mean-spirited and Jesse was devastated because it looked 
like he stole the title.” 

When working in his home studio, Prince received a phone call 
trom Michael Jackson's producer, Quincy Jones, who wanted Prince 
to sing a duet with Jackson on “Bad,” the title track of his follow-up 
album to 7/riller. “Prince was excited to have been asked, but he said 
to me, ‘I just don’t do thar kind of stuff, and I think he felt Michael 
was going to make himself look better,” comments Rogers. Jackson’s 
plan was to have his manager, Frank Dileo, plant stories in the rabloid 
press that he and Prince were bitter enemies, which would generate 
interest in the song and the accompanying album. The idea was to 
have Jackson and Prince square off against one another in the “Bad” 
video, taking turns singing and dancing, in order to determine who 
was the “baddest” of them. Prince turned down the offer, asking in- 
stead if he could submit a song to the Bad album. He revamped 
“Wouldn't You Love To Love Me?,” a 
demoed in 1976 and worked on many times over the years before 


song which he originally had 


finishing an updated version for Jackson. Karen Krattinger flew out 
with the tape to Los Angeles and delivered it to Jackson in his Encino 
home. However, it was rejected for inclusion on Bad and Prince later 
gave it to Taja Sevelle, who released her version on her self-titled 1987 
album on Paisley Park Records. 


N EARLY OCTOBER 1986, PRINCE LEFT MINNEAPOLIS FOR THE 

warmer climates of Los Angeles. He holed up at Sunset Sound, 

working there almost every day for three months. He was still 

secing Susannah and she took part in some of the sessions. Eric 
Leeds and Matt Blistan recorded horn overdubs on many tracks and 
Jill Jones, who was working on a solo album, was sometimes called on 
to provide backing vocals. Other occasional guests in the studio in- 
cluded Sheila E., Eric Leeds’ friend H.B. Bennett, André Cymone, 
Micki Free, Tony LeMans, and Jody Watley, formerly of Shalamar, 
who was working on a solo album with André and David Rivkin at 
Sunset Sound. Before focusing on an album project of his own, Prince 
spent the initial two weeks working mostly on songs for other artists. 
The first song he taped was a cover version of “Rescue Me,” which 
was originally done by Fontella Bass in 1965. The track was sent to 
Dolly Parton, but she did not feel it was suitable for her next album. 
Prince had already given a song called “You're My Love” to another 





To album, released in November 1986; it was the first time Prince] 
used the songwriting pseudonym Joey Coco, originally planned as the] 
name of one of the Coco Boys members, Prince's song for Rogers was | 
actually recorded in 1982 and was given to Rogers without any addi- + 
tional production work being done. It was re-recorded by Rogers’ 
musicians. i 

Another country music artist, Deborah Allen, happened to bef 
working at Sunset Sound at the same time as Prince, She was ventur- || 
ing into pop, soul, and funk music on her new record and wanted 
Prince to write a song for her. After sending word to him through Bill] 
Jackson, one of the engineers who was working on her album andî 




















whom Prince previously had worked with, Prince very quickly came! 
up with a song for her, “Telepathy.” It was released as a single in Aprili 
1987, credited to Joey Coco, and it became the title track of her al- 
bum, Telepathy, also issued in April 1987. Joey Coco was also listed asî 
the songwriter of “Baby Go-Go,” which Prince pulled our for Nona} 
Hendryx, having cut the song at Sunset Sound in June 1986. It was 
submitted to her Female Trouble album, which was released in Aprili 
1987. Î 
Having admired Joni Mitchell for many years, Prince eventually 
got around to recording a song for her, a ballad called “Emotional 
Pump.” It was sent to her, but she did not think it was her style and} 
rejected it, later commenting, “I called him up and said, ‘I can’t singî 
this.’ He's a strange little duck, but I like him.” “It was a beautiful] 
song,” says Susan Rogers of “Emotional Pump.” “T love that song! It) 
was always one of my favourites. It has a beautiful, descriptive lyric!) 
The song starts our, “Last night I was lonely not just for anyone, las 
night I wanted you. Stars outside my window, counted everyone 
counting just for fun, counting two thousand and two.’ He ended up} 
not giving it to anybody or using it. Shame! Because it was great.” 
Mitchell's influence on Prince has been manifested in many ways 
over the years. She was acknowledged by a thanks to a certain Joni onf 
Dirty Mind and her name appeared on the sleeve of Controversy. Prince) 
first performed her “A Case OF You” (from Blue, released in 1971) 
during the August 3rd 1983 benefit concert for the Minnesota Dance} 
Theatre. The title of The Time's Fee Cream Castle came from a line in] 
her song “Both Sides Now” (included on Cloud’, 1969) and she wasl 
incorporated into the lyrics of “The Ballad Of Dorothy Parker,” which] 
mentioned “Help Me” (Court And Spark, 1974), In the 1985 Rolling) 
Stone interview, Prince said that Mitchell’s critically panned 1975 al-# 
bum The Hissing Of Summer Lawns was the last album he “loved all! 
the way through,” which gave her a kick because he said it in the] 
magazine that labelled the record the worst of its year. “That’s why li 
was so pleased when Prince said Hissing was his favourite, That album 
was called all sorts of awful names, Of all my children, that was the 
one that really got beat up on the playground. So for him to say that 
in the same rag that kind of started the war against it was a treat for] 
me.” Trying to pinpoint Mitchell's musical influence on him, Prince} 
has said that he learned about “the importance of silence” from her 
Lisa and Wendy knew Larry Klein, at the time Mitchell’s husband, fi 
manager, and musician, and they later went on to do some work with} 
Mitchell. Prince met her a 
never evolved into any sort of meaningful friendship. 


few times, but their mutual admiration} 


Sunset Sound staff engineer Coke Johnson filled in for the long 
suffering Susan Rogers for a few days in mid-October, when Prince 
recorded “Housequake.” She was exhausted, hardly having had any} 
time off in the three years she had worked for Prince. “I was starting 
to go nuts. | hadn't seen the light of day in years, I called Alan Leeds 
and said, ‘L have to go away for a few days. I don’t know how much 
longer I'll be able to function.” He was very understanding. So | went 
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Santa | Barl b ara for 
thousand horses,” according to Karen rain, “But: Prince dragged 
her through the mud. She was worn out! Prince went back and forth 
about firing Susan several times. She put up with a lot. We all did. 
But we all did it because we really loved him. At one point or another, 
Pm sure he wanted fire all of us. He either did it or was talked out of 
it and it happened later.” 

Coke Johnson, along with Gilbert Davison and Prince's instru- 
ment technicians took part in the recording of “Housequake,” supply- 
ing backing vocals and contributing to the party-like atmopshere 
Prince wanted to create. Incidentally, Rogers was also credited on the 
released track, but she says it was completely finished before she re- 
turned. Eric Leeds and Matt Blistan added saxophone and trumpet 
parts when Prince had completed “Housequake.” Prince interrupted 
studio work to attend a concert by The Bangles at the Palace, Los 
Angeles, October 20th. Wendy and Lisa had been invited along with 
Prince. Lisa declined, but Wendy and Prince guested on stage with 
the band. Prince played guitar on “Hero Takes A Fall,” before turning 
it over to Wendy for “Manic Monday” as he took over on tambou- 
rine. Following the concert, The Bangles accompanied Prince and 
Wendy to Sunset Sound for a jam session, which also included André 
Cymone and Jody Watley. “After they left, Prince and Wendy ended 
up talking for a while,” “Wendy missed Prince, al- 
though it was kind of painful for her. Prince wanted to maintain a 
relationship with her. And with Lisa, too, but that wasn’t possible.” 
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recalls Rogers. 


RINCE USED THE SPEEDED-UP VOICE AGAIN ON “HousE- 

quake.” He was beginning to think of the high voice as a 

character in its own right, an alter ego named Camille. He 

wanted to prepare an album of songs featuring his high voice 
and release it under the Camille pseudonym to see what the public 
would make of it. First mentioned in a line in “Shockadelica,” Camille 
was supposed to be Prince’s evil twin or the evil side of his personality. 
“He was thinking of battling with himself,” Rogers explains. “Camille 
would be the artist singing the songs with the high voice. I had drawn 
a picture of a stick figure of a cartoon that had x’s for eyes and Prince 
liked that idea, “That’s what we'll do. We'll call it Camille and there 
will be x’s for the eyes.’ He had this whole idea that Camille would be 
his competition. I don’t know what happened to the Coco Boys, be- 
cause that sounded like it was going to be pretty cool. All of a sudden, 
it was Camille.” Prince has hinted that the name was inspired by Her- 
culine Barbin, a famous nineteenth-century hermaphrodite who was 
nicknamed Camille. He was raised as a female but ruled to be a male 
in his twenties. 

To put his ideas into practice, Prince completed five new tracks 
over a ten-day period, all featuring his lead vocal speeded-up: “Feel U 
Up,” “Rebirth Of The Flesh,” “Rockhard In A Funky Place,” “Good 
Love,” and “IFI Was Your Girlfriend.” He added “Housequake” and 
the previously recorded “Shockadelica.” Lisa’s and Wendy’s version of 
“Strange Relationship” was reworked somewhat; Prince had Eric Leeds 
record a baritone saxophone part, only to discard it in the final mix. 
Eric and Matt Blistan added horns to several of the other songs as 
well. Having previously cut “Feel U Up” in 1981 as a somewhat stiff 

“electro pop” number, Prince’s new version was decidedly more funky. 

“Rockhard In A Funky Place” was created on the spot in the studio 
after Prince heard a horn line Eric was working on. “We immediately 
came up with a new song,” recalls Eric. “Prince said, “To hell with 
that, we'll write a new song for that line.’ We started at 5:30 in the 
afternoon; by 2:30 in the morning, the track was mixed and complet- 
ed.” Susannah sang backing vocals on “Rockhard In A Funky Place” 

and she was joined by Jill Jones on “Good Love.” “They weren’t get- 
ting along as they were adversaries,” comments Rogers. “They were 
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Prince ex-girlfriends getting along.” 

Directed at Susannah, the lyrics of “If I Was Your Girlfriend” 
were very personal. “Being Wendy’s twin sister, she’s very close to 
Wendy,” Rogers says. “He envied the closeness they had. They spent 
hours on the phone. It was a way of =e ‘Why can’t I have the 
closeness you have with your sister? Why can’t we be friends, too?” He 
would often ask her to dance ballet for him and that’s why he says in 
the song, “For you, naked, I would dance ballet.’ She was embarrassed 
and wouldn’t do it for him.” When Prince recorded his lead vocal on 
“IFI Was Your Girlfriend,” there was something wrong with the mi- 
crophone and his voice turned out to sound somewhat distorted. 

“When I came back in to the control room and listened to it, I thought 
he was going to rip my head off,” recalls Rogers. “But he liked the 
sound of it, I guess. He never said a word about it. But I cringe every 
time I hear it because it was a horrible mistake.” 

A test pressing was made of an eight-track Camille album in early 
November 1986. Side one included: “Rebirth Of The Flesh”; “House- 
quake”; “Strange Relationship”; “Feel U Up.” Side two: “Shockadel- 
ica”; “Good Love”; “IFI Was Your Girlfriend”; “Rockhard In A Funky 
Place.” The record was given a Warner Bros. catalogue number and a 
projected January 1987 release date. A test pressing was also made of a 
possible single, containing “Shockadelica” coupled with “House- 
quake.” Instead of pursuing the project, however, Prince decided to 
expand on the record by incorporating other tracks recorded earlier in 
the year. Camille lacked a unified lyrical or musical theme, aside from 
the fact that all the songs showcased Prince’s speeded-up voice. Still, 
the Camille character seems to have been a vehicle for Prince to ex- 
plore man’s inner conflicts and the struggle between good and evil. 
He was conceiving of a film project based around the Camille charac- 
ter and one idea was that he was going to portray himself and Camille; 
only at the end of the film would it become apparent that they were 
not two separate individuals, instead being the two sides of a split- 
personality character. “He explained to me about the Camille film 
one night, sitting at the bar in Tramps, Los Angeles,” recalls Eric 
Leeds. “It was an idea he had for a minute, but it probably would have 
been a very hip movie. The flincher at the end would have been when 
you would realize that it wasn’t two characters; it was just him playing 
a schizophrenic.” Camille appears to be similar to the Gemini persona 
Prince invented for the “Batdance” and “Partyman” videos from the 
Batman album in 1989: a dual-personality character split between be- 
tween Batman and Joker, between good and evil. 

No less than seven of the eight Camille LP tracks have since seen 
official release, showing that Prince was very pleased with the materi- 
al. Three songs ended up on Sign O’ The Times “Housequake,” 
“Strange Relationship,” and “If I Was Your Girlfriend.” “Rockhard In 
A Funky Place” was included on the Black Album, while “Good Love” 
was released in March 1988 on the soundtrack album to the film Bright 
Lights, Big City and again on the Crystal Ball three-CD set in 1998. 
Two of the Camille tracks became B-sides, “Shockadelica” and “Feel 
U Up” (of “If I Was Your Girlfriend” in 1987 and “Partyman” in 
1989, respectively). Consequently, “Rebirth Of The Flesh” is the only 
Camille track that remains unreleased. Built around a charged guitar 
riff, the track is an unfocused and fairly unremarkable rocker with a 
funky and rhythmically complex drum machine beat and an intricate 
horn arrangement to the fore. Prince announces that “we are the 
founders of a new boogie cool” who are “guaranteed to rock you.” 
With its party-oriented lyrics, shouted backing vocals, and non-sensi- 
cal singalong chorus, the track was intended as a spirited introduction 
to the album. Slightly altered, the introductory lyrics, “Kick drum 
pound on the two and four, all the party people get on the floor,” 
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opening words of the Lovesexy show. The melody of the chorus of 

“Walk Don't Walk” on Diamonds And Pearls also borrows from “Re- 
birth Of The Flesh,” so it is unlikely that it will ever be released. 

After shelving the Camille one-LP project, Prince taped two new 

songs, “Adore” and “Play In The Sunshine,” and updated the 1986 

Revolution live take of “It’s Gonna Be A Beautiful Night” before as- 


sembling a twenty-two-track three-LP album titled Crystal Ball in late 

November 1986. He was still considering using the Camille pseudo- 

nym. “There was talk that Camille would be the artist credit for Crys- 
tal Ball all along,” Alan Leeds confirms. “I don’t think it would have 

fooled anybody, though. It was more in the sense of an actor playing a 

role in a play; you know who the actor is but you also know the role 

the actor is playing. | think that was the intention in using the Camille 

pseudonym.” Prince wrote the ballad “Adore” for R&B radio in direct 

response to criticism that he had abandoned soul and funk music. 

Musical inspiration for the song included two 1986 albums, Patti La- 

Belle’s The Winner In You and Luther Vandross’ Give Me The Reason. 

Another, perhaps less obvious, influence on much of Prince's music in 

1986 was Kate Bush’s Hounds Of Love. “She was a big inspiration for 

the album,” says Susan Rogers. “He was listening to her Hounds Of 
Love a lot and he was raving about the song ‘Cloudbusting.’ He was 

really excited about the record and I know it inspired him a lot.” 

“Its Gonna Be A Beautiful Night” used the basic tracks of the 
recording made during the 1986 Parade tour concert in Paris, but 
Prince revamped the song by adding new lyrics, percussion by Sheila 
E., and vocals by Susannah and Jill Jones. Susannah also recorded 
backing vocals on “Play In The Sunshine.” Sheila had already left to 
go on tour when Prince came up with the idea to incorporate a poem 
by Edward Lear, "The Table And The Chair,” which she had demon- 
strated to him, into “Its Gonna Be A Beautiful Night.” Prince called 
her up in her hotel room in Tennessee, where she was staying, and 
asked her to rap the poem over the phone. “We called it the “Trans- 
mississippirap because Sheila was on the other side of Mississippi,” 
Rogers recalls. “We used two phonelines. In the earpiece of telephone 
A, Sheila was hearing the track and she did the rap into the mouth- 
piece of telephone B, which came back to us through a second line in 
Sunset Sound's control room. However, there was an inherent delay 
of 500 milliseconds, but I was able to put a delay on the outgoing 
audio so everything came back in synch! She had memorized the poem 
as a child and Prince loved it.” 

Eric Leeds and Matt Blistan were in the middle of packing in 
Atlanta to move permanently to Minneapolis when they were called 
out to Los Angeles on short notice to record horn parts on “Adore” 
and “It's Gonna Be A Beautiful Night.” “We had been reluctant to 
move to Minneapolis because we wanted to stay in Atlanta,” says Eric. 
“Since most of the recording we did was still out in L.A., the only 
reason that we would be in Minneapolis was for rehearsals. Lisa and 
Wendy lived out in L.A. this whole time. But we knew that Paisley 
Park was going to be completed in a few months, so we chose the 
Thanksgiving week to go to Atlanta, close up shop down there. No 
sooner did I get back down there to start packing up did Prince call us 
to L.A. right away. The perfect time.” They took an early morning 
flight and drove to the studio where they rehearsed and recorded their 
parts in a whirlwind six-hour session before flying back. “We worked 
fast that day, and we were out of there on the Red-Eye flight thar 
night, and back in Atlanta at six the next morning.” 

The three-LP Crystal Bail album contained on side one: “Rebirth 
Of The Flesh”; “Play In The Sunshine”; “Housequake”; “The Ballad 
Of Dorothy Parker.” Side two: “It”; “Starfish And Coffee”; “Slow 
Love’; “Hot Thing.” Side three: “Crystal Ball”; “If I Was Your Girl- 
friend”; “Rockhard In A Funky Place.” Side four: “The Ball”; “Joy In 
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Gonna Be A Beautiful Night.” Prince struggled with the decision of 
how to close the album. He eventually chose “It’s Gonna Be A Beau- 
tiful Night,” but he was also considering “Adore” and “The Cross.” 
Interestingly, when he later compiled Sign O” The Times, he had 
changed his mind, instead making “Adore” the final track. The twen- 
ty-two-track Crystal! Ball album was comprised of seven songs lifted 
from the eight-track Camille album (only “Feel U Up” was rejected); 
three songs completed in November 1986 after the Camille single-LP 
project had been aborted ("Adore,” “It's Gonna Be A Beautiful Night,” 
“Play In The Sunshine”); three songs recorded in August 1986 when 
Prince had cancelled the Dream Factory project ("Hot Thing,” “The 
Ball,” and “Forever In My Life”); one song from July 1986 that was 
never included on Dream Factory ("Joy In Repetition”). Eight of the 
Crystal Bail tracks (including the Lisa and Wendy version of “Strange 
Relationship”) had been included on various configurations of Dream 
Factory, but they were mostly songs with fairly limited input by Revo- 
lution members. Accordingly, Crystal Ball was in all essentials a return 
to Prince’s earlier one-man projects and the album was planned as a 
solo project, bearing the familiar imprint, “Produced, arranged, com- 





posed, and performed by Prince.” 


XPECTEDLY, THE PROPOSED THREE-LP SET MET WITH RE- 

sistance from Warner Bros’ chief executives. They balked 

at the production expenses of doing a three-LP set and ques- 

tioned the sales potential because of the high price it would 
require. Warner Bros. Chairman, Mo Ostin, visited Sunset Sound to 
listen to a playback of the finished album and discuss the project with 
Prince and Steve Fargnoli. “Prince and Mo had mutual respect,” says 
Susan Rogers. “Prince’s respect for authorities was genuine. Mo said 
to Prince, ‘I respect your vision, but it just won't fly. It will be hard to 
sell.” Mo respected Prince and Prince respected him. But of course he 
was very, very disappointed.” According to Marylou Badeaux, “Mo 
Ostin was one of the few people at Warners that Prince really respect- 
ed and they talked on a fairly regular basis on phone. He definitely 
respected Mo and his opinion. He certainly appreciated Lenny War- 
onker’s creative talents, but Mo he had a very deep respect for, Russ 
Thyret and Prince had parted their ways much earlier. Prince felt al- 
ready around the time of Around The World In A Day that Russ didn’t 
get it anymore.” 

Warner Bros. insisted on cutting the album back to a two-LP set. 
Having devoted literally hundreds of hours to the making of the al- 
bum, Prince was very sensitive to suggestions that he needed to re- 
move songs to make it a double LP; he clearly felt that his beautifully 
constructed work was going to be butchered. “He believed it was the 
quintessential volume of work,” says Alan Leeds. “His attitude was 
one of ‘Don’t mess with me! This is iı” The idea of doing something 
as outlandish as a three-LP set undeniably was appealing to Prince 
and probably just as important as getting all the music out, Certainly, 
he was determined to create a big stir after a somewhat disappointing 
year in 1986. “Just the balls of doing three records would create a big 
bang,” says Leeds. “It was like, ‘I gotta come back and make a big 
bang! The event it would create! And once they go get these three 
records and hear all that great music this is, it’s going to be an even 
bigger bang because they're going to say, ‘My God! He’s crazy, but he 
pulled it off? I think the publicity that three records would create was 
very important to him.” 

Having completed Crystal Ball, Prince took a few days off in early 
December. His relationship with Susannah seemed to enter its final 
stage as their arguments had become increasingly fierce. Prince did not 
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completely changed his appearance, donning glasses and wearing pea 
and black clothes, He seemed subdued and although he was not prone 
to airing his personal problems, it was evident to those around him that 
his relationship with Susannah was irrevocably over. “She was really 
gone this rime and I knew it was going to shatter him to his founda- 
tion,” says Susan Rogers. “She was out of his life. There was no turning 
back. The air felt charged. He was talking about dating and seeing oth- 
er girls, but I knew he was in deep pain. He was hiding it, covering it 
up. 1 knew there would be songs about the breakup.” 

In the end, Prince had to accept Warner Bros.’ decision to reduce 
Crystal Ball from a three-LP set to a double LP. “The subject of three 
records versus two was a hard-fought fight,” says Alan Leeds. “There 
were a lot of meetings, a lot of loud hollering, a lot of frustration. The 
management vacillated between what they thought were best in pro- 
tecting the artist's ambitions and what they thought themselves. It 
was one of those classic situations where the management says to the 
artist, ‘I really don’t think this is right, bur then has to go to the 
record label and behave as if it is. It was ugly, very ugly.” When it was 
determined that the album would be a cwo-LP set, Prince dropped 
the idea of releasing it in “disguise” as Camille and the record was re- 
titled Sign O° The Times after one of the songs. Thus, what had previ- 
ously been just another track on Dream Factory and Crystal Ball now 
became the focal point of the entire project. “He took off the songs 
which he didn’t think would work in the context of a two-album set,” 
says Eric Leeds. “Then, realizing that ‘Crystal Ball’ wasn’t going to be 
there any longer, ‘Sign O” The Times’ all of a sudden became the 
most appropriate song to be the lead-off single and the project title. It 
turned out to be a very timely song and it worked really well.” 

Seven of the twenty-two Crystal Ball tracks were discarded when 
the album became a two-LP set: “Rebirth Of The Flesh,” “Crystal 
Ball,” “Rockhard In A Funky Place,” “The Ball,” “Joy In Repetition,” 
“Shockadelica,” and “Good Love.” With the exception of “Rebirth Of 
The Flesh” and “The Ball,” all the tracks have since been released. 
Most of the music of “The Ball” was later re-used for “Eye No” on 
Lovesexy. In fact, Prince even kept the chatter that was used to bridge 
“The Ball” and “Joy In Repetition” on Crystal Bail. A part of the 
segue was used once again when most of the original recording of “Joy 
In Repetition” turned up in 1990 on Graffiti Bridge. 

Fifteen Crystal Ball tracks were kept for Sign O’ The Times and 
Prince added a new song, “U Got The Look,” which he taped at 
Sunset Sound shortly before Christmas. Prince had first recorded the 
track with a slower, funkier groove and a piano part, which was later 
omitted. He was not satisfied with the song, however, so he re-record- 
ed many instruments and increased the tempo by speeding the tape 
up, in the process making it more of a pop tune than a funk number. 
“T couldn’t believe how funky it was from the beginning,” says Susan 
Rogers. “It was classic Ray Charles! He reworked it and made it an 
entirely different song, It had gone through a million changes, and he 
was really struggling with it.” Sheena Easton came by the studio un- 
announced when Prince was working on “U Got The Look.” He did 
not feel like socializing, so he asked her to play something on the 
song, suggesting that she try the banjo which he had in the studio. 
“Of course, she had never played banjo before, but she picked it up 
and trashed away at the end of the song,” Rogers recalls. “Then Prince 
said, ‘Do you wanna sing? Do you need to warm up your voice?’ ‘Me? 
Warm up my voice? Of course not!’ He gave her a part and she sang. 

He was really happy with it.” Sheila E. also added percussion to the 
track. Prince was aware of the commercial potential of “U Got The 
Look,” and he took a long time to mix it with Rogers. 
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WS GGtGR The track features a mono 
logue by Prince, who is talking to Wally Safford. He asks to | 
try on Wally’s new glasses as he is planning to go out for the evening | 
and he wants to look good for someone special. However, he changes 
his mind and decides to stay home instead. He returns the $50 Wally 
has leant him, saying that, since he is alone now, he no longer has 
anyone to spend it on. Sounding empty and lost, Prince speaks the 
words with a soft, vulnerable voice. He is accompanied only by a piano 
but guitar, bass, and drums enter as the song explodes into the chorus. 
Prince sings a simple phrase of “o-ma-la-di-da,” evoking a feeling of | 
wistful resignation. The song ends with him thanking Wally for being 
his friend. Even though the lyrics do not refer directly to the breakup, | 
the emotional statement of the music leaves no doubt as to the sincer- 
ity of Prince’s pain. “I thought it was the greatest thing he had done,” 
says Rogers. “There was so much pain that came out in that song. It 
was heartrending. He was getting all this poison out of his system, all 
this pain. I had waited years to hear a Prince song like this. I ached to 

hear him be this honest. He said, ‘Do you know that maladi me 
sickness, illness in French? It’s almost like the word melody, isn’t it? I 
was just the two of us and I felt so privileged. 1 just couldn't wait fot 
people to hear this. Then he began to change it! All of a sudden, he pu 
on this weird percussion stuff and began to make it funky. 1 said, 
‘Don’t you think it was better before Prince? Maybe we should stop? | 
knew he was destroying it deliberately. It was just too honest. At so w 
point, he said, ‘Now put all twenty-four channels on record and erase 
it’ I said, ‘No, you can't do this!’ He said, ‘If you don't, | will.’ And hi 
did erase it. That recording will never get heard. He was feeling deep 
pain and allowed it to show, but he didn't want anybody to hear that, 
According to Eric Leeds, “It’s the only time that he completely erased: 
song that he had just done. The oniy time- That was a very, veg 
personal song to Prince, and I don't think he had any intention in th 
world of ever releasing it.” Prince did in fact re-record “Wally” From 
scratch a few days later, making it a less personal song by changin 
some of the lyrics and recording a new vocal. Eric and Matt Blista 
added horns to the altered version. “I was called back from my Christ 
mas vacation a day early to come in the studio to put horn parts on i 
second version of Wally,” Eric recalls, “The first version was even tai 
honest for him. He wiped it immediately, re-recorded it in a differen 
form, and then had me and Blistan come in and do horns on it.” 
Work on Sign O' The Times was finished at Sunset Sound in mid 
January 1987. Susannah packed her belongings and left Minneapoil 
for good in February. She continued working with Wendy and Lisa 
singing backing vocals on their albums and tours. She married Texil 
blues artist Doyle Bramhall I after working with Wendy and Lisa û 
sessions for his self-titled 1996 Geffen Records album. Associates @ 
tributed Prince’s breakup with Susannah primarily to his problem will 
the trust and emotional sharing required between two people involve 
in a committed long-term relationship. Having devoted most of hi 
life to his music, he clearly was inexperienced in maintaining clo 
interpersonal relationships, regardless of whether they were friendshif 
or love relationships. Even though the majority of Sign O° The Tint 
was recorded when Prince was experiencing considerable emotiogt 
turmoil, few songs expressed his deepest feelings. “It was typical’ 
Prince, yet kind of surprising, that he was not touching on any 
these deep, hurtful things in his work,” Rogers comments. “The 
were a lot of things waiting for him to deal with and he basical 
wanted to do happy music. 1 thought there would be an eruption! 
this volcano and the result would be amazing music. He never qîl 
got that with the exception of a few songs. He was caught being hii 
self. Ir was rare that he opened the door to let us see the real guy. 




















































A RECORDING CHRONICLE: FROM DREAM FACTORY TO SIGN O” THE TIMES. 













by Per Nilsen 
Her htt Sunset Sound studio work orders. showing THIS 1S A COMPLETE LISTING OF PRINCE'S RECORDING 
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Under The Cherry Moon, undertook his first large-scale 
European and Japanese tour, dissolved The Revolu- 
tion, taped the first Madhouse album, recorded and 
shelved Dream Factory and Camille, and saw the Crys- 
tal Ball three-LP set being reduced to the Sign O° The 
Times double LP. Additionally, he worked on albums 
with Jill Jones and Sheila E., cut songs for other art- 
ists and a few unfinished projects of his own, includ- 
ing The Flesh and The Dawn. He also committed to 
tape countless tracks that were never intended for a 
specihe project or placed on an album. 

Dates in brackets refer to initial tracking on a song 
(the recording of the basic tape tracks). Some songs 
worked on during this period (late 1985 to early 1987) 
already existed on tape, such as “I Could Never Take 
The Place Of Your Man” and “Strange Relationship,” 
and they are not included in the listing since Prince 
used the basic tracks of the original recordings when 
reworking them. Unless otherwise noted, all songs were 
tracked by Prince on his own, albett sometimes with 
overdubs added by band members (primarily Wendy 


Melvoin, Lisa Coleman, Eric Leeds, and Matt Blistan) 


Ka 
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and friends/guests (including Susannah Melvoin, Jill 
Jones, Sheila E., Sheena Easton, ete). The personnel 
taking part in live band recordings are noted, 

There are several sources for the information con- 
tained herein: (1) Studio work orders, showing when 


different songs were recorded and worked on, (2) Pais- 





ley Park tape library lists and other “official” docu- 
Susan Rogers’ note showing the track listing mentation, and (3) recording session diaries kept by 
a of Dream Factory, June 3rd 1986. some band members and engineers. > 
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16 December 1985 — 22 January 1986: 
Sunset Sound, Los Angeles 


* Anotherloverholenyohead 

(16 December) 
Love On A Blue Train (17 December) 
Dream Factory (December) 
She Pony (December) 
Eternity (December) 
A Couple Of Miles (26 December) 
Can ! Play With U? (26 December) 
“Paisley Jam” (28 December): 

Slaughterhouse 

U Just Can't Stop 

Run Amok 

Mobile 

Madrid 

Breathless 

High Calonic 

12 Keys 
e U Gotta Shake Something 

(30 December) 

Voodoo Who (30 December) 

Finest Whiskey (30 December) 

e “Everybody’s Jam” (5 January): 
Groove In C Minor 
Slow Groove In G Major 
Groove In G Flat Minor 
Junk Music 
Up From Below 
Y’all Want Some More? 

¢ Incidental music 

for Under The Cherry Moon (6 january) 
e Incidental music 

for Under The Cherry Moon (7 January) 
e Last Heart (12 January) 

e Conversation Piece (12 January) 

Post-production work on Under The Cherry 
Moon began in Los Angeles in early December 
1985. Work on Parade was completed after the 
recording of “Anotherloverholenyohead” on De- 
cember 16th, but Prince continued recording at 
Sunset Sound until January 22nd 1986, only tak- 
ing a short break over Christmas. The audio track 
for the film was put together at Samuel Goldwyn 
Soundstage in Los Angeles. 

The Flesh sessions on December 28th and 
30th featured Prince (guitar and piano), Eric Leeds 
(sax), Levi Seacer Jr. (bass), and Sheila E. (drums). 
The so-called “Paisley Jam” is a four-hour jam. 
Wendy (guitar and bass), Lisa (piano) and 
Jonathan Melvoin (percussion) were added for the 
seven-hour “Everybody’s Jam” session on January 
5th 1986, which featured Prince mostly on drums 
(Sheila instead playing percussion). Prince worked 
on the twelve-inch version of “Kiss” from January 
14th to 16th. 





28 — 31 January: 
__ Sunset Sound, Los Angeles 
e it’s A Wonderful Day (30 January) 

Following his appearance on january 27th at 
the American Music Awards, Los Angeles, Prince 
returned to Sunset Sound for further sessions, be- 
tween the 28th and 31st. He recorded “It’s A 
Wonderful Day” for Dream Factory and mixed and 
edited four songs for jill Jones’ album, “With You,” 
“Mia Bocca,” “G-Spot,” and “Baby, You’re A 
Trip.” This version of “With You” was based on 
Prince’s original 16-track recording for the 1979 
Prince album. The song was later re-recorded in 
New York with David Rivkin as producer. 

On February 1st, Prince, André Cymone, and 
Brown Mark guested with Mazarati during a con- 
cert at the St. Paul Winter Carnival’s Fun Fair. Re- 
hearsals with the new, expanded line-up of The 
Revolution began at the Washington Avenue 
warehouse in Minneapolis on February 3rd. “Kiss” 
was released as a single in the US on the Sth. 
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9 February: 
Sunset Sound, Los Angeles 





* Duet with dad (9 February) 
A two-hour recording session with Prince and 
his father, John L. Nelson. 


17 February - 1 March: 
Sunset Sound, Los Angeles 


* Euphoria Highway (17 February) 

Prince was in rehearsal with The Revolution 
and was not in the studio all days during this two- 
week period of sessions. Work was devoted to jill 
Jones’ album, with David Rivkin producing the 
sessions that did not include Prince. Apart from 
recording “Euphoria Highway,” the following 
songs were worked on: “G-Spot,” “Too Rough,” 
“Mia Bocca,” “For Love,” and “Living Doll.” An 
early version of Jill's album was compiled at this 
point. 

The new Revolution line-up was previewed at 
First Avenue in Minneapolis on March 3rd. Three 
days later, March 6th, Prince guested with Sheila 
E. at the Universal Amphitheatre, Los Angeles. On 
the 8th, he showed up during her concert at the 
Warfield Theatre, San Francisco. 





11 March: 
Sunset Sound, Los Angeles 


e Fun Love (11 March) 
* Twosday (11 March) 

Prince recorded and mixed “Fun Love” and 
“Twosday” in a 12-hour session at Sunset Sound. 


15 — 20 March: 
Home studio and the warehouse, 
Minneapolis 


e The Ballad Of Dorothy Parker 
(15 March) 

e And How (19 March) 

e Power Fantastic (19 March) 

And That Says What? (20 March) 

“The Ballad Of Dorothy Parker” was the first 
song recorded (by Susan Rogers) in Prince’s new 
house. “Power Fantastic,” a song which was 
based on a piano piece by Lisa Coleman entitled 
“Carousel,” was recorded live by a line-up of: 
Prince (vocals only), Wendy Melvoin (bass), Lisa 
Coleman (piano), Bobby Z. (drums), Eric Leeds 
(flute), and Matt Blistan (trumpet). “And That 
Says What?” was also taped live with several Rev- 
olution members in the Washington Avenue ware- 
house. 





22 — 26 March: 
Sunset Sound, Los Angeles 


* Boy's Club (23 March) 
* Love And Sex (25 March) 

Prince and Sheila E. worked on her third al- 
bum during five days at Sunset Sound. Previously 
recorded by Prince in 1984, “Love And Sex” was 
re-recorded for possible use on Sheila’s album. 
The Parade album was released on March 31st. 





Late March/early April: 
Home studio, Minneapolis 


e Witness 4 The Prosecution (March/April) 
e Movie Star (March/April) 
* A Place In Heaven (March/April) 
“Mountains” was extended for a twelve-inch 
release in late March (horn overdubs were added 
on April 1st). Prince and The Revolution appeared 
at the Metro, Boston, on April 3rd. They flew to 
France on the 7th to film pick-up scenes for Un- 
der The Cherry Moon and shoot a video for 
“Mountains.” 





15 - late April: 
Home studio, Minneapolis 


Visions (15 April) 

Crystal Ball (17 April) 

Starfish And Coffee (20 April) 
Big Tall Wall (April) 

With Prince still in France, on April 15th, Lisa 
Coleman, Wendy and Susannah Melvoin, Eric 
Leeds, and Matt Blistan recorded overdubs on “Wit- 
ness 4 The Prosecution,” “Movie Star,” and “A Place 
In Heaven.” Lisa also taped “Visions,” a two-minute 
instrumental piano piece intended as an intro to 
The Dream Factory album. Prince was back in 
Minneapolis on April 16th. The first configuration 
of Dream Factory was compiled in late April 1986 
[full details in UPTOWN #32]. At this point, the al- 
bum was planned to be an 11-track single LP. 
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3- 11 May: 

Sunset Sound, Los Angeles 
e Get On Up (3 May) 
e In A Large Room With No Light (4 May) 
e Incidental music 
for Under The Cherry Moon (6 May) 
If | Could Get Your Attention (10 May) 
Frustration (10 May) 
It (11 May) 
Boy U Bad (11 May) 
“Get On Up,” a cover of The Esquires’ 196 
song, was recorded live with Wendy Melvoin, Li 
Coleman, Sheila E., Levi Seacer Jr., Eric Leeds, an 
Matt Blistan. The next day, the same line-up, wi 
the addition of Sheila’s sax player Norbert Stache 
recorded “In A Large Room With No Light.” O 
May 5th, Eric Leeds and Matt Blistan recorde 
horn overdubs on an intended twelve-inch versio 
of “Get On Up.” 

“Mountains,” the second single off Parad 
was released on May 7th in the US. On May 14ti 
Prince appeared with The Bangles at Warfield Th 
atre, San Francisco. On the 20th, he performe 
with The Revolution at the Minnesota Mus 
Awards, Carlton Celebrity Room, Bloomingta 
and on the 23rd, they played at the Warfie 
Theatre, San Francisco. 





26 - 29 May: 
Sunset Sound, Los Angeles 
* Pride And The Passion (26 May) 
Prince and Sheila continued work on her 
bum during four days at Sunset Sound. On M 
28th, Prince put in an appearance at the AS 
Awards, Los Angeles. Two days later, May 30t 
saw Prince and The Revolution performing at 
Wiltern Theatre, Los Angeles. 





3 — 5 June: 
Home studio, Minneapolis 
e Slow Love (4 June) 
e Yeah, U Know (4 june) 

A new version of Dream Factory was compil 
on June 3rd [full details in UPTOWN #32]. The 
bum had now grown into a nineteen-track douk 
LP. On June 6th, Prince and The Revolution pla 
at the Masonic Temple Theatre, Detroit, follo 
by the birthday concert at the Cobo Arena, Detra 
the next day. Another “Hit & Run” show, at t 
Freedom Hall, Louisville, followed on June 9th. : 





12 June: 
Sunset Sound, Los Angeles 


e Baby Go-Go (12 June) 

Prince stopped by at Sunset Sound to rec 
“Baby Go-Go” in a five-hour session. The sd 
was later sent to Nona Hendryx, who re-recorg 
it with her musicians for her Female Trouble alb 
(1987). | 








17-18 June: Warehouse, Minneapolis _ 


e Data Bank (17 June) 

> Can't Stop This Feeling | Got (17 june) 
e We Can Funk (17 June) 

e Girl O” My Dreams (18 June) 

The above tracks were recorded with The Rev- 
olution for a planned Broadway-type musical 
(possibly titled Dream Factory). The line-up was: 
Matt Fink, Lisa Coleman, Wendy Melvoin, Brown 
Mark, Miko Weaver, Bobby Z., Eric Leeds and 
Matt Blistan. Prince played harmonica on “Girl O” 
My Dreams” and bass on “We Can Funk.” 

The Under The Cherry Moon premiere party 
was held in Sheridan, Wyoming, on July 1st. The 
film opened nationwide in the US on the 2nd. On 
the same day, “Anotherloveholenyohead” was re- 
leased as the third US Parade single. On July 3rd, 
Prince and The Revolution played at the 
McNichols Arena in Denver. 





7- 9 July: Home studio, Minneapolis 
© Train (7 July) 
* Egg Plant (8 July) 
© It Ain’t Over ‘Til The Fat Lady Sings (9 July) 
“It Ain't Over ‘Till The Fat Lady Sings” is an 
instrumental recorded with Eric Leeds and Matt 
Blistan, intended for the projected musical. 


12 — 18 July: Sunset Sound, Los Angeles 


e The Cross (13 July) 

e Everybody Wants What They Don’t Got 
(13 July) 

e Sign O' The Times (15 July) 

e Blanche (15 July) 

e Joy In Repetition (17 July) 

The previously recorded “I Could Never Take 
The Place Of Your Man” was extended and sub- 
stantially reworked on July 16th for inclusion on 
Dream Factory. The final configuration of the al- 
bum, an eighteen-track double LP, was sequenced 
on July 18th and mastered shortly after [full de- 
tails in UPTOWN #32]. 


22 — 27 July: 
Home studio and the warehouse, 
Minneapolis 


Soulpsychodelicide (22 July) 

instrumental (22 July) 

The Ball (26 July) 

Adonis And Batsheeba (27 July) 
“Soulpsychodelicide” was based on a live re- 
cording with The Revolution at the Washington 
Avenue warehouse (during Parade tour rehears- 
als). Prince continued work on the track in his 
home studio on his own. The July 22nd instru- 
mental was reworked by Eric Leeds to become 
“Easy Does It” on his Times Squared album. 





5 — 8 August: Home studio, Minneapolis 
e Hot Thing (6 August) 

e Forever In My Life (7 August) 

e Make Your Mama Happy (8 August) 

More recording sessions followed in Minneap- 

olis after two New York shows at the Madison 
Square Garden, August 2nd and 3rd. Prince 
worked on “All My Dreams” on August Sth, using 
the basic tracks of the April 28th 1985 recording 
of the song. Prince and his entourage left for Eu- 
rope and the Parade tour on August 9th. 


25 August: 
Mobile truck recording, Le Zenith, Paris 
e It’s Gonna Be A Beautiful Night 
(25 August) 
e Coco Boys (25 August) 











The Paris concert and the soundcheck in the 
afternoon were recorded using a mobile truck. 
Overdubs on the concert recording of “It's Gonna 
Be A Beautiful Night” were recorded in Novem- 
ber at Sunset Sound. The soundcheck session in- 
cluded, amongst other tracks, “Coco Boys,” 
“Susannah’s Blues,” “Strange Relationship,” “Last 
Heart,” Al Green's “Can't Get Next To You,” and 
a first run-through of “It’s Gonna Be A Beautiful 
Night.” Listed above are the only tracks that were 
later worked on: the concert recording of “It’s 
Gonna Be A Beautiful Night” and the soundcheck 
take of “Coco Boys.” 


13 September - 2 October: 
Home studio, Minneapolis 


Crucial (13 September) 

Coco Boys (14 September) 

Shockadelica (16 September) 

When The Dawn 

Of The Morning Comes (September) 

Superfunkycalifragisexy (September) 

Koo Koo (September) 

One Day (I’m Gonna Make You Mine) 
(September) 

One (28 September) 

Two (28 September) 

Baby Doll House (28 September) 

Three (29 September) 

Four (29 September) 

Five (29 September) 

Seven (30 September) 

Six (30 September) 

Eight (1 October) 

Prince returned from Japan (and the final con- 

cert with The Revolution September 9th) on Sep- 

tember 11th. His first project after the Parade tour 

was a new film project, The Dawn, for which he 

wrote and recorded “Crucial,” “Coco Boys,” and 

“When The Dawn Of The Morning Comes.” It is 

uncertain whether “Coco Boys” was re-recorded 

from scratch on September 14th or if Prince used 

the basic tracks of the August 25th soundcheck 

recording (there exists two versions: one with live 

drumming and the other with a drum machine). 

Prince revamped an existing recording of 

“Nouldn’t You Love To Love Me?” and had it 

despatched to Michael Jackson on September 

18th for possible use on his Bad album. 

The Madhouse album was recorded with Eric 
Leeds in a record-breaking four and a half days, 
more or less in the sequence that the tracks appear 
on the aloum. “Baby Doll House” was left over but 
the Fairlight sample of the title phrase was utilized 
on “Eleven” on the second Madhouse album. 

Prince and Sheila E. quested with Lionel Richie 
at the St. Paul Civic Centre on October 3rd, after 
which Prince left for Los Angeles and recording 
sessions at Sunset Sound. 





5 October - 26 December: 
Sunset Sound, Los Angeles 


Rescue Me (5 October) 

Witness 4 The Prosecution (6 October) 
Telepathy (7 October) 

Six And 1/2 (8 October) 

Nine (8 October) 

Violet Blue (11 October) 

Emotional Pump (16 October) 
Housequake (18 October) 

Feel U Up (27 October) 

Rebirth Of The Flesh (28 October) 
Rockhard In A Funky Place (28 October) 
Good Love (30 October) 

If | Was Your Girlfriend (2 November) 
Yo Mister (11 November) 

Cosmic Day (15 November) 

Adore (19 November) 

Play In The Sunshine (22 November) 
Bob George (7 December) 

Walkin’ In Glory (7 December) 
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e 2 Nigs United 4 West Compton 
(9 December) 

e Le Grind (10 December) 

e U Got The Look (21 December) 

* Pony Ride (26 December) 

Prince had not recorded at Sunset Sound since 
July. Apart from a brief holiday in early December, 
he worked in the studio almost every day for three 
months. “Rescue Me” is a cover version of Fontella 
Base’s 1965 song (recorded for possible use by Dolly 
Parton). The October 6th take of “Witness 4 The 
Prosecution” is a remake of the previously record- 
ed version from March/April 1986. The instrumen- 
tal titled “Nine,” recorded October 8th, is completely 
different from “Nine” on the second Madhouse al- 
bum. The Madhouse album, 8, was completed on 
October 9th after editing. 

On October 8th, Prince let Wendy Melvoin, 
Lisa Coleman, and Bobby Z. go from The Revolu- 
tion. The disbanding was officially announced on 
the 17th. On October 20th, Prince and Wendy 
turned up at The Bangles concert at the Palace, 
Los Angeles. 

Several days in October were spent working 
on Sheila E.'s third album. An early version of the 
record was compiled on October 21st. The 
twelve-inch version of Madhouse’s “Six” was 
completed on October 22nd. Prince re-mixed Lisa 
Coleman’s and Wendy Melvoin‘s version of 
“Strange Relationship” (Prince's original recording 
had been revamped by them in June 1985) for 
the Camille album on November 4th (Eric Leeds 
recorded a horn part for the track on this day, but 
it was discarded). The Camille album was se- 
quenced on November 5th [full details in the Go- 
ing 2 The Crystal Ball article], before being shelved 
soon thereafter. The days from November 10th to 
14th were devoted to Jill Jones’ album. 

Overdubs on the live recording of “It's Gonna 
Be A Beautiful Night” were taped on November 
22nd and 23rd. Sheila E.'s “Transmississippi” rap 
on the song was recorded on November 26th 
over the phone from a hotel room in Tennessee, 
where she was on tour. The Crystal Ball triple LP 
was assembled on November 30th [full details in 
the Going 2 The Crystal Ball article]. “Bob George,” 
“2 Nigs United 4 West Compton,” and “Le 
Grind,” all later on the Black Album, were record- 
ed for a Sheila E. birthday party at Vertigo on 
December 1 2th. 


28 December - 6 January 1987: 
Home studio, Minneapolis 


* Wally (28 December) 
e Wally (29 December) 
e Come Home (6 January) 

“Wally” was recorded twice after Prince pur- 
posely erased the first recording. A New Year’s Eve 
party was held at Paisley Park on December 31st. 
Rehearsals with Prince’s new band began on Janu- 
ary 2nd at the Washington Avenue warehouse. The 
date for “Come Home” refers to horn overdub ses- 
sions rather than initial tracking (which probably 
took place a day or two earlier). The song was ini- 
tially intended for Meli’sa Morgan. 





10 — 15 January: 
Sunset Sound, Los Angeles 
e 101 (10 january) 
e Jaguar (14 January) 

Prince recorded “101” and “Jaguar” for Sheena 
Easton, who was present in the studio some of the 
days. Prince taped an instrumental cross fade piece 
that was inserted as a segue between “Sign O’ The 
Times” and “Play In The Sunshine” on Sign O” The 
Times on January 15th. The album was assembled 
on the same day, after which Prince returned to 
Minneapolis. The photo shoot for the Sign O“ The 
Times cover took place on January 18th at the Wash- 
ington Avenue warehouse. 
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There is no question that Wendy Melvoin and Lisa Coleman are the two 
Prince band members that most fans would like to see work with the 
Artist again. What did they bring to Prince’s music that makes these self- 
proclaimed “girl brothers” still popular over 10 years after the break-up 
of The Revolution? This article by Duane Tudahl takes a closer look at 


their background and discusses their influence and importance. 
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THE REVOLUTION 


“I’M SORRY, BUT NO ONE CAN COME CLOSE TO WHAT THE THREE OF 
us have together when we're playing in the studio. Nobody!” At 
the time when Wendy Melvoin, half of the team of Wendy and 
Lisa, boldly made this claim in Rolling Stone magazine, it could not 
have been more true, It was 1986, and Prince and The Revolution 
had released several multi-platinum albums, acted in a box office 
smash, sold out a worldwide tour, and were on the verge of anoth- 
er film and subsequent world tour. Prince was riding high on the 
success of “Kiss,” his third number one song. Things could not 
have seemed better. Unfortunately, when Lisa Coleman, the other 
half of the team, claimed in the same article, “I know this band is 
going to be together a long, long time,” she could not have fore- 
seen what the next few months would bring. By October of that 
year, the tour would be over, the film would become a box office 
disappointment, and Prince would disband The Revolution forev- 
er. 

Looking at Prince's post-Revolution career, it is obvious the 
influence and admiration Prince held for Lisa and Wendy. His 
1992 Diamonds And Pearls tour opened with a 10-minute visual 
display of Prince’s recent thoughts. One that elicited a large re- 
sponse read “Wendy and Lisa, please phone home!” On the subse- 
quent tours, Prince used tapes of their backing vocals on the live 
version of “Irresistible Bitch” and on his first post-Warner release, 


he chose to close out side 1 of his Emancipation three-CD set with 


a song that Lisa and Wendy had worked on with him years earlier, 
“In This Bed Eye Scream.” The July sth 1997 issue of the P family 
newsletter had a contest for the fans to decide Prince's “all-star 
band” and Lisa and Wendy were both at the top of their category. 
And it’s not just the fans who understand their importance. In 
early 1997, Chris Rock asked who would be in his “super group” 


and his first comment was “I'd have Wendy and Lisa back...” 


Backgrounds 

Like Prince, Lisa and Wendy come from strong musical back- 
grounds. Their fathers, Mike Melvoin and Gary Coleman were 
friends as well as Los Angeles studio musicians in high demand 
during the girls’ upbringing. Barbra Streisand’s Evergreen, Frank 
Sinatra's That's Life, and several Jackson 5 albums all featured their 
work. But it wasn’t just their fathers who had an interest in music. 
“My mom's just the most incredible fan of music I’ve ever known. 
She's so in love with music that she had Mick Jagger's lips tattooed 
to her arm,” Wendy would later reveal. “I have a very cool mom. 
So when I joined Prince it wasn't hard for her to accept.” “It’s the 
same for me,” Lisa adds. “As a matter of fact, our moms are best 
friends.” 

All six of the Melvoin and Coleman children were influenced 
by their fathers’ careers and were musically trained at an early age. 


Lisa spent much of her childhood behind the piano. Trained in 
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Lisa 


classical music, her influences included pianists like Arthur Rubin- 
stein, Chopin, and Glenn Gould (“he plays Bach better chan any- 
one in the world”), as well as jazz keyboard players Bill Evans and 
Keith Jarrett (“he had a lot for my attitude toward playing”). 
Wendy's focus in music began when she was given a guitar for her 
sixth birthday (her twin sister, Susannah got ballet slippers). Early 
on, she took notice of a wide range of artists: the alto sax of Charlie 
Parker, guitarists John McLaughlin, Wes Montgomery (“the silki- 
est guitarist of them all”), Jimi Hendrix (“the way he bent notes is 
the coolest”), Led Zeppelin and Aerosmith (“the coolest rock band 
in the seventies, period”). 

Along the way to stardom, they both played in several minor 
bands including Waldorf Salad, a group that consisted of several of 
the Coleman/Melvoin kids and a shortlived band called Adagio, 
Their worlds revolved around music. Susannah Melvoin recalled 
how different their childhood was from that of their peers: “Wendy 
and I would be called out of school early to go to (recording) ses- 


sions. Music was all around us. Even our babysitter was a singer — 


Bill Withers,” 


Lisa’s best Mozart 

In 1980, Lisa was the first to establish a connection with Prince. 
“He was looking for a keyboard player, and so I just made a tape 
and sent it to his manager. He loved it, played it for Prince and he 
loved it.” Prince immediately had Lisa fly in to Minneapolis for a 
personal audition. “When I got to Prince's house, he sent me down- 
stairs and said he was going to change clothes, There was a piano 
down there, and I just started playing, trying to relax. I got the 
feeling he was eavesdropping at the top of the stairs, so 1 whipped 
out my best Mozart. He finally came back downstairs, picked up 
his guitar and we started jamming. From the first chord, we hit it 
off on the spot.” 

Prince was quick to use Lisa in his recordings, That summer, 
she was brought into his sessions at Hollywood Sound to help him 
record “Head.” In fact, Prince was so enamoured with her work, 
that he recorded the (still unreleased) track “Lisa” usi ng her as the 
inspiration. When Prince committed to his first headlining tour in 
support of his Dirty Mind album, the only change in the band 
from the last tour was Lisa who replaced Gayle Chapman. Her first 
show with Prince was on December 4th 1980 at Shea's in Buffalo, 
NY. Her work on the Dirty Mind, as well as the Controversy and 


1999 tours helped Lisa become an important part of Prir 
ed inner circle and with that trust came a certain amou 
dom. 

“Sure it was freedom, but it was also an immense re: 
ty, you know? Playing in this big powerhouse of a show 
suddenly, there's nothing but me playing! And every 
different,” Lisa recalled. “I was the transition. The sh 
always start out very fast, you know? A lor of groove 
happening; my responsibiliry was to make the transition 
to a little mellower thing, when Prince would come ou 
play the piano and sing by himself. I never knew — he nı 
what he was going to come out and play. I never knew v 
going to be playing into. So each night, I'd start out pre 
the same way. Then halfway through, someone would 
and whisper to me, ‘Prince wants you to go into C-sharp 
or Go into B-flat,’ or whatever, so I really had to thir 
feer.” 

As Prince began adding additional musical groups 
care, he needed additional contributions from those in 
circle. lt was not uncommon for a riff or a jam that was c 
his band members to be incorporated into a tune for eith 
Vanity 6, or The Time. Although she isn’t credited on ıl 
The Time's debut has Lisa's influence all over it. 


Wendy's “prep work” 

Whenever Lisa was in Los Angeles, she spent a gre: 
time with Wendy and was even invited to help out on : 
two for Prince’s z999 album. During the first week of A 
Wendy joined Lisa and Prince at Sunset Sound studios fo 
time to sing background vocals on “Free.” Once Prince got 
Wendy, it wasn’t uncommon for her to travel with Lisa 
band during those early tours, “I was actually our on the 
but not formally. It was kind of like my ‘prep work’ as P 
it, Wendy would later reflect. 

During the r999 tour, Prince’s guitarist Dez Dicke 
growing increasingly frustrated with the material they + 
forming and was coming to terms with his recent spiricual 
ing. “It got to the point where we did these marathon ty 
hour soundchecks,” Dez remembers, “and 1 just got to t 
where I'd had enough, and I went to Prince and said 'M: 
just bail on the soundchecks’ because I just preferred to ș 
hall, seeing it, getting the feel of it, standing where I was 
be standing that night, hearing my guitar one time, he: 
monitor one time, and I’m out. I'm done. Then | liked go 
to the hotel and getting focused. Prince said, ‘All right, fir 

On March 2oth 1983, Prince and the band were geariı 
their show the following night at Radio City Music Hal 
Prince heard guitar sounds coming from Lisa's room, he p 
head in and, upon hearing Wendy jam for a short while, a 
if she was busy the followi ng evening. “(Dez) wasn’t aro 
when he heard I played, he asked me if I'd stand there ; 
some guitar with the band while he checked the sound of 
na — and he asked me to join the band.” 

The s999 tour wrapped up on April roth 1983 and Pr 
gan to clean house. Within days of the tour's closing sh: 
Dickerson left the group and Wendy was officially in. Pri 
gearing up for his next project - a multimedia one-two pun 
Dreams (which would eventually evolve into Purple Rain) < 
ing the proper chemistry in the band was essential. The alk 
the film would showcase Prince and his music in a new lig] 
was important to have him surrounded with band memb 
understood and shared his vision. 


Birth of The Revolution 


The summer of 1983 was spent planning out and rel 
for the film. “That whole time was amazing,” Lisa recalled 
have acting classes with an acting coach, Our pear was se 
the other side of the room, so after that, we'd work on sa 
was decided to premiere several of those tracks at a benefit 
the First Avenue nightclub in Minneapolis, The evening of 
ard 1983 would mark the unofficial debut of The Revolur 
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would serve as Wendy's live debut with Prince. Peggy McCreary, 
Prince's main studio engineer at the time, remembers the prepara- 
tion for the performance. “When I knew Wendy, she was so freaked 
out to solo. Prince used to joke with her, ‘Are you going to solo? 
Are you going to solo?’ I remember the first time she played with 
him live she was so nervous and you just felt for her because it was 
so hard, but then once she got that under her belt, she just flew!” 

Wendy had similar recollections. “I was 18 years old. 1 was 
scared to death bur I loved it. It was my make or break evening. 
Prince's management were there to see if this new member was 
gonna work. All eyes were on the little girl just our of high school. 
But the extra pressure really made me go for it.” Her side-by-side 
jams with Prince on “Let’s Go Crazy” and “Computer Blue” and 
her spotlighted opening during Purple Rain showed us that he took 
her seriously (he even kissed her on the cheek during his solo on 
“Purple Rain”), but it was her solo during “Little Red Corvette” 
that showed the rest of us that Wendy Melvoin had arrived. 

The show was a huge success and the Purple Rain version of 
The Revolution was locked: Bobby Z. on drums/percussion, Dr. 
Fink and Lisa on keyboards, Brown Mark on bass, and Wendy on 
guitar. The band clicked much better than expected and, contrary 
to Prince's original plans, the music that was recorded that night 
was eventually used as the basic tracks for several of the songs on 
the album. The fall of 1983 was spent overdubbing those First Ave- 
nue tracks and recording additional music for the flm. Prince's use 
of those around him expanded to incorporate the entire band in a 
way that he had never before attempted. “During Purple Rain, a lot 
of it started out when he wanted to use the band on the record,” 
Wendy recalled. “Most of the album was recorded live, so it was a 
matter of getting everybody's artistic individuality into that record. 
When we wrote ‘Purple Rain’ that was the very beginning of the 
collaboration.” 

The first hint of the collaboration between Prince, Lisa and 
Wendy, “Irresistible Bitch,” would be released to the general pub- 
lic in November 1983 on the B-side of “Lers Pretend We're Mar- 
ried.” While the track was backing a single from the r999 album 
(which had been released a year earlier), Lisa and Wendy recorded 
their background vocals on this version of the song on September 
i7th 1983 at Sunset Sound. This minor change in the line-up went 
mostly unnoticed, but the track was an indication of the “Neapol- 
itan funk" that the next several years from Prince and The Revolu- 


tion would create, 


Influential 

“We've known each other since we were really little, and we've 
always played together in our families. The kids would all play 
music together,” remembered Wendy, “But it wasn’t until we were 
both working with Prince that we took the collaboration serious- 
ly.” Prince also took their collaboration very seriously. The last two 
weeks of August 1983 were spent working on “Computer Blue,” a 
song that contained parts written by Prince, his father John L. Nel- 
son, as well as Lisa and Wendy. When Prince wanted to add a new 
dimension to his sound with strings, he had them draw on their 
musical training to organize and conduct the sessions (which in- 
cluded Lisa's brother David on cello), The song had been started at 
the Warehouse in Minneapolis, but was switched to Sunset Sound 
for string arrangements and other embellishments. Prince was so 
impressed with the work on “Computer Blue” that he had Lisa 
compose the string arrangement for “Purple Rain” as well. The 
music on the album was more complex and, at the same time, 
more accessible, “I think I influenced “When Doves Cry’ to the 
extent that Prince was engaged in a healthy competition with us,” 
Lisa reflected to the Mojo magazine in 1997. “He was always think- 
ing, ‘How can I kick their ass?” 

Unlike many other women in the Purple Mafia, Lisa and 
Wendy were not happy to be thought of as ladies in waiting, They 
quickly went from being members of his inner circle to being his 
partners. The “triple play” of Prince, Wendy, and Lisa was about 
to set the world on fire. “We were absolute musical equals in the 
sense that Prince respected us, and allowed us co contribute to the 


music without any interference,” Wendy recalled. “He obviously 





wanted to know what they knew about music,” adds Prince’s stu- 
dio engineer Susan Rogers. “He wanted to hear music the way they 
heard it through their ears. He so seldom worked with others in 
the studio, especially on instruments that he could play himself. 
When he did do that, he was saying ‘You do things | can’t do.” 
“I think the secret to our working relationship was that we 
were very non-possessive about our ideas, as opposed to some other 
people that have worked with him,” Wendy said. “We didn’t hoard 
stuff, and were more than willing to give him what he needed. 
Men are very competitive, so if somebody came up with a melody 
line, they would want credit for it.” Their influence on Prince's 
sound was becoming more obvious, and even their Impromptu re- 
hearsal jams began showing up on other tracks thar Prince was 
producing. With “the Starr Company” recording music for The 
Time, Sheila E., Apollonia 6, Jill Jones, Mazarati, (and even unre- 
leased music for The Flesh), the contributions of Lisa and Wendy 


were becoming more and more important. 


Women, not girls, rule my world 

At the time, others in the band were getting frustrated, but the 
music that was being created was paving the way for a success that 
none of them had ever experienced. “(lt's) not that the rest of the 
band doesn’t understand Prince — they do,” Wendy explained. 
“We're just a bit more spiritual with him.” 

“Wendy and Lisa were very important to Prince,” Eric Leeds 
would later add. “They have a very deep sense of structure and 
form, and a very conceptual approach to music. They had a very 
deep underlying relationship with him.” Prince's bass player, Brown 
Mark, would also agree with that. “There was more of an intimate 
thing with them. He knew them better than he knew us (the men). 
He would open up to the women. They would hang out with him, 
go shopping with him, and he'd spend his money on ‘em. But with 
us, it was never like thar.” 

Much of that part of the growth in his music was from the 
company he was keeping, His two main engineers (Peggy Mac and 
Susan Rogers) were women, and he was recording music with Apol- 
lonia 6, Sheila E., and Jill Jones during this period. Unlike the way 
their relationship was portrayed in the Purple Rain film, Prince 
relied heavily on the contributions of those around him. Lisa and 
Wendy not only fit in, they made a place for themselves in a way 


thar no one had accomplished before. 
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“Wendy and Lisa are in a rare category in that they are more 
than just accompanists,” remembers Susan Rogers, “They are in a 
small group of musicians who are so good at taking what someone 
else wrote, receiving ir, understanding it, and putting their own 
unique spin on it and yer remaining true to the original intentions 
of the song.” Prince explained his position on those around him in 
the studio in an interview in 1985. “I think I am strongest when | 
am surrounded by people I know.” 

Often times, after a day in the studio, Prince would want im- 
mediate feedback. It was not uncommon for those around him to 
receive an early morning phone call or knock at their door to hear 
what Prince had just completed. During the first week of March 
1984, Prince was wrapping up work on “When Doves Cry,” and, 
like so many times in the past, paid a call on Lisa and Wendy. “He 
called us at 4 a.m.,” Lisa recalled. “We were thinking, “What now?’ 
He came over and we got in his car and drove around L.A. listen- 
ing to that song. He was so excited about it.” 

When it was time to accept the awards that were garnered for 
Purple Rain, Lisa and Wendy became the public spokeswomen for 
Prince. For with their part in the movie, and the subsequent tour, 
Lisa and Wendy became identified, not as individuals, but as a 
unit. While out shopping during this period, Lisa found out how 
ingrained their partnership was in the eyes of their fans. “I was at 
the market, and these two little girls, all decked out, walk by. They 
went past me turned around and yelled, ‘It’s Lisa and Wendy! It’s 
Lisa and Wendy!’ I had to stop and count how many of myself 
there were. Let’s see... One,” 

Wendy came into the band as a guitarist, but Prince wanted to 
expand her role in his music in other ways. In mid-May of 1985, he 
asked her to work on a remix of “The Dance Electric” with Peggy 
Mac. Although this particular mix was never released, this sort of 
additional responsibility was crucial in her musical growth. “Prince 
gave me a lot of encouragement on breaking my own limitations,” 
remembered Wendy. “I didn’t know about being in a band. He 
gave me the strength to understand what my gift was.” 

While on tour, Prince would often want to record a song he 
was working on and would find a local studio or a mobile record- 
ing truck to hole up in during the down time. In the last week of 
December 1984, while the Purple Rain tour was back in Minneapo- 
lis, Prince recorded “The Ladder” during one of the afternoon 
soundchecks. After the show, he asked Lisa and Wendy to add 
their background vocals back at his studio. It was becoming more 
and more common to have their melodies offsetting his leads. 

Increasingly, the triad was being perceived as a group within 
the group. On “4 The Tears In Your Eyes,” the track that was 
eventually donated to the We Are The World album, the video fea- 
tured Prince and this abbreviated form of The Revolution. Al- 
though the song was recorded without any help from the rest of 
the band, Prince asked Lisa and Wendy to join him at S.LR. studi- 
os in Los Angeles to re-record the song for the music video. It 
eventually had its only public airing during the worldwide broad- 

cast of the Live Aid concert in the summer of 1985. Their blend of 
music fic well into the summer that also saw the release of their 
next album, Around The World In A Day. 


Colorful people whose hair on one side 
is swept back 

“The next record (Around The World In A Day) was a lot of 
the three of us sitting down and saying, ‘Let's write this,” recalled 
Wendy. “He'd have the two of us go in and-do arrangements — 
string arrangements, vocal arrangements — and the guitar and key- 
board parts.” In fact, it wasn’t just Lisa and Wendy who helped 
shape that album, Around The World In A Day contained so many 
of the Melvoin/Coleman clan that it had the making of a Waldorf 
Salad reunion, The title track came from a song that was recorded 
by David Coleman, and redone by Prince and The Revolution, 
with contributions from Susannah and Jonathan Melvoin, among 
others. ‘Tracks like “America,” “ Raspberry Beret,” “Paisley Park,” 
“Pop Life,” and “The Ladder” have the Lisa and Wendy stamp all 
over them, In fact, “The Ladder” contains a violin track that was 
originally part of a song that the two of them had been working on 


at the time called “Our Destiny.” The reference to th 
lin album Jn Through The Out Door in the lyrics c 
Beret” probably came from Wendy's influence. Both 
opening his eyes to their inspirations, and in turn, rac 
ing the direction of his music for the better. 

“Our involvement was obviously important but 
remember that when he hires you, he hires you as pa 
not as a solo artist.” Wendy would reflect later, “Wh 
saw as the direction to go in, we'd follow him and 
able to contribute something as it evolved.” They wo 
“we were thinking in terms of what would suit him, w 
in with what he was doing. Everything was focused 
would want, we couldn't just throw in a ukulele.” 

Prince began recording music for his second film 
referred to as “The Marx Brothers Project” (which we 
Under The Cherry Moon) in April of 1985. The psyche 
of Around The World In A Day opened up a world 
never scen. He knew the abilities of his co-conspirator 
trust them to paint the colours in the songs that he v 
His horizon had been expanded and Lisa and Wendy ı 
him chart the course. “Prince was by now hungry for i 
take him further,” Wendy told Liz Jones for her book : 
Rhythm. “So he relied heavily on Lisa and me to gı 
directions he couldn't think of himself. He knew he n 
somewhere else — he just didn’t know where he was t 
Lisa and I had the audacity, or sheer stupidity, to try ce 
and he loved it.” 

“Prince would send us masters in L.A., and we + 
out the arrangements or whatever else, and then sene 
him,” remembers Coleman. “Often, they would just | 
of songs, like (rade) ‘Christopher Tracy’s Parade,’ 
originally called “Wendy's Parade.’ He never second-gu 
the work we did for him.” The album would eventually 
with co-writing “Mountains” and “Sometimes It Snow 
but the rest of the album, while still classic Prince, is 
their influence. 


All good things they say, never last 

1986 started out like another banner year for The | 
In March, The Revolution was touring behind Prince 
with an all new “fuller” sound. The band had been e 
include members of The Family, a larger horn sectior 
male dancers to fill up the stage. With these addition 
became a large-scale soul review. “By the time the music 
live it was bigger than life and everybody was involved : 
the train just fit perfectly together.” remembered Wend) 
nately, as good as the music sounded on stage, there 
same harmony backstage. “Lisa and I knew psychically 
something wrong,” Wendy remembered. “He was treat 
ferently, he was doing a lot of avoiding,” 

The Parade tour ended on September gth 1986 at 
Stadium, All of the emotions that had been stewing bel 
face came to a head. “We knew it'd be the last time for a 
wed be onstage together. He broke all of his Purple R 
during ‘Purple Rain’ and walked off,” they would I: 
“Sometimes It Snows In April” was the encore and we 
incredible power onstage. It was almost breathtaking.” 

With the tour over, and his Under The Cherry Mat 
critical and commercial letdown, Prince began to rethin 
egy. In early October of 1986, Prince decided to drop | 
He took them both out to dinner and explained his situ; 
was out here in L.A. working in the studio by himself ag 
he hadn't done in years,” Lisa remembered, “He said he 
ing a lot alone and he wanted to try that again. He 
spreading himself out so much with film and all these ot 
He needed to take it back in — what he had, for himself. 
tober 17th, an official statement was released announcir 
banding of The Revolution. Although Wendy would pl: 
show three days later with Prince and the Bangles, it wa: 

“I think I was in shock for a couple of months,” | 


Lisa. “I didn’t even react. Then finally I cried about i. lı 


a severe change, Here | was in L.A. and I didn't even have to go 


back to Minneapolis - ever again. It was a really strange feeling.” 


It's time we all reached out 
4 something new 

Within two weeks of their split from Prince, they huddled to- 
gether in the recording studio and enlisted the help of fellow ex-Rey- 
olution member Bobby Z. to produce their first solo album, appro- 
priately titled Wendy And Lisa. “When the band split up it was a real 
heavy change for all of us. We all reacted differently,” Lisa remem- 
bered. “Bobby's reaction was that he didn't feel like playing for awhile, 
But he wanted to be involved. We just got together and had group 
therapy at the studio.” “When we left The Revolution, we decided 
we weren't going to go to Bora Bora to reflect,” Wendy recalled. “It 
was time to bleed on tape and see what happens. We went into the 
studio and turned the machines on,” 

Prince would also be recording a great deal during this period, 
His first post-Revolution album, Sign O' The Times, is considered 
one of his greatest albums, Not surprisingly, it contained a number 
of tracks that were worked on during the Lisa and Wendy era, but 
much of their work was hidden away. Apparently, it was important 


for Prince to re-introduce himself to the world as a solo artist. 


How did we ever lose communication? 

Obviously they are missed, both by the fans (their conspicu- 
ous absence in his Purple Rain sequel, Graffiti Bridge didn't help 
win any viewers) and by the man himself, Bur what was their im- 
pact? How did they fit into his plan? Prince has always been a man 
of few words, but during that era, he did have this to say about 
them: “Wendy makes me seem all right in the eyes of people watch- 
ing. She keeps a smile on her face. When | sneer, she smiles. It's 
not premeditated, she just does it. It’s a good contrast.” 

Alter comparing Lisa to Miles Davis and Bill Evans in a recent 
issue of Musician magazine, he continued with: “Lisa... had this 
way of playing chords that were so perfect. (She) was never an 
explosive keyboard player, but she was a master of color in her 
harmonies: | could sing off of what she had with straight soul.” He 
had also been quoted years earlier with the following praise. “Lisa 
is like my sister. She'll play what the average person won't. She'll 
press two notes with one finger so the chord is a lot larger, things 
like that. She's more abstract. She's into Joni Mitchell too.” Lisa’s 
response to that? “I've been credited with that, but I actually stole 
it from Wendy’s father." 

Ina response to an e-mail | sent to BedIScream@aol.com (last 
year's supposedly official e-mail address for F), I received the fol- 
lowing quote for this article: “Wendy & Lisa had a major impact 
on The Artist's music... gave a new perspective on the possibilities 
& options available.” Anyone who doesn’t understand this needs 
to re-examine his music B.C. (before Coleman) and P.M. (post 
Melvoin) to fully appreciate how they left their scent all over his 
grooves, Susan Rogers recently summed it best. “They meant so 
much to him that I can say with 100% accuracy that his music 
wasn't the same after they left,” 


Maybe she'll come 2 the park 
and forgive me 

In the archives at Paisley Park are more than enough tracks for 
another album from Prince and The Revolution. “Wonderful Ass,” 
“Witness 4 The Prosecution,” “All My Dreams,” “Old Friends 4 
Sale,” and “Electric Intercourse” are all begging to be released. 
Wouldn't it be great, considering that The Artist is making so much 
work from that era available, for him to let the rest of us hear what 
they were working on in the studio. Fans would love to hear even 
part of the legacy that Lisa and Wendy left behind. There are nug- 
gets that still occasionally leak out on his albums. For example, 
“Power Fantastic” from the The Hits album started out as a piano 
track by Lisa entitled “Carousel” before it was re-recorded in 
Prince's house. 

Many in their position would make a career living in their 
past, Wendy and Lisa have stayed away from making blatant musi- 


cal references co their days behind the Paisley Curtain, and have 


only rarely hinted about it in songs. Their first album, released less 
than a year after leaving the Prince camp, contains a track “Song 
About.” The lyrics reflect their sadness at the time. “Beautiful you 
said, the way you shook your head. So strange that no one stayed 
at the end of the Parade...” “Wendy and I went out to dinner after 
the group split up and were talking about Prince and all our mem- 
ories, Lisa told USA Today in 1987. “We started crying,” added 
Wendy, “and wrote the song. It was sort of cathartic.” The Prince 
inspiration was also included on their 1990 solo effort, Eroica, which 
in a limited edition came with an extra 3" CD that contained four 
piano pieces composed by Lisa, two of which were titled “Minne- 
apolis #1” and “Minneapolis #2.” Other than that, one is hard 
pressed to find references to the time served during that era. Their 
message seems to be, “We've moved on, you should too.” 

While they have released three albums, Wendy And Lisa (1987), 
Fruit At The Bottom (1989), and Eroica (1990), and toured the world 
they have yet to mirror the sales of the work they did with Prince. 
They have, however, become a pair of in-demand session players as 
well as very respected composers on their own. The days of living 
in Prince's shadow are behind them. 

In 1997, Wendy showed up on the Tonight Show playing gui- 
tar for k.d. lang and Wendy and Lisa have together contributed to 
Me'Shell N’degéOcello, Seal, Michael Penn, and even on Joni 
Mitchell's Chalk Mark In A Rain Storm album, as well as the new 
Victoria Williams album and upcoming release from Tricky. They 
have also just produced some tracks for Madeleine Peyroux for 
Adantic records. Their work has also been expanding to include 
films. Their songs were featured on the soundtrack for Toys and 
they have written the film scores for Dangerous Minds and Soul 
food. They are currently in the studio working on their next film 
soundtrack, Havplenty. 

As if that were not enough, they have produced a record for 
Doyle Bramhall If and recorded the theme song for the Fox-TV 
show The Crew, A Wendy & Lisa album recorded with Trevor 
Horn (who also produced their work on the soundtrack to the film 
Toys) is still on the shelf, and while the rumoured team project 
with Sheila E. has never materialized, they are busier than ever. 
Their first Wendy & Lisa album in eight years, Girl Brothers (pro- 
duced by Wendy & Lisa and Tchad Blake), is scheduled for release 
later this summer. Wendy cold the June 1998 issue of Musician 
magazine that she felt this album “far surpasses” any work they had 
ever done. 

Earlier in their solo career, they had made comments about 
starting an all girl power band. While there are no actual plans for 
any actual group in the works, the fan and musician interest is out 
there. In a recent conversation with former Prince saxophonist, 


Candy Dulfer told me her thoughts on such a group. “I think that 


one day, all those girls should get together, not just for the sake of 


being all female, but (imagine) Wendy and Lisa, Sheila E., Chaka 
Khan, and Me’Shell N’degéOcello! We should all get together... it 
would just be fantastic, That would be a dream of mine, first off 
just to see all those girls perform together and if | could be in- 
volved, then great!” 

OF course, with F's use of “In This Bed Eye Scream” and his 
Crystal Ball CD containing tracks that include their 1980's work, the 
obvious question is, “Will they ever work with ‘him’ again?” In the 
early 1990s, their response was, “Of course, but hopefully when we 
do we'll have learnt enough to be able to give something that’s totally 
different from what The Revolution have done in the past. Prince is 
the leader, the driver, the captain of the ship; we'd always want to 
work with him at some point.” However, in the fall of 1997, Wendy 
and Lisa played a very well received acoustic benefit show in Los 
Angeles. Midway through their set, someone in the crowd asked 
them to play a Prince song thar they had been involved with and 


Wendy's response was “that was a lifetime ago.” Maybe that is their 


way of telling the rest of us, “it’s time to move on.” 


By DUANE TUDAHL. 


The author of this article has been in touch with the management of Wendy & Lisa anı 
discussions are underway about a possible exclusive interview for UPTOWN 

Because of their busy work load, they are not scheduling any interviews until the release of 
thei new album Girl Brothers 
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TURN IT UP is an exclusive, limited-edition book 
for the fan and collector of Prince/**. 


The career of the artist who is now formerly known as Prince spans two 
decades of almost non-stop recording. In an era when most musicians 
are lucky enough to release an album every two or three years, he has 
averaged at least one per year. The more than 300 released songs on his 
own records and over 200 compositions he has given to other artists are 
just the tip of the iceberg; his vault is said to contain around 1,000 
unreleased songs. 


Prince, who wishes to be known only as *¥ since 1993, has written 
music for artists as diverse as George Clinton, Miles Davis, Joni Mitchell, 
Madonna, Celine Dion, Joe Cocker, Patti LaBelle, Earth Wind & Fire, 
Robert Palmer, Bonnie Raitt, Kenny Rogers, Sheena Easton, 
Mavis Staples, Paula Abdul, and 
The Bangles (not all of it has been released). Other material has been 
used for various satellite projects, usually created as secondary outlets 
for his music: The Time, The Family, Vanity 6, Apollonia 6, Madhouse, 
Sheila E., Jill Jones, Carmen Electra, Mayte, and The NPG. In addition, 
his career is littered with incomplete works, proposed albums, and 
cancelled projects. 


TURN IT UP is an attempt to catalogue the music of Prince/‘¥", both his 
officially released recordings and unauthorized recordings circulating 
amongst a vast international network of collectors: unreleased songs, 
concerts and rehearsals on audio and video tape, TV appearances, and 
unreleased footage on video tape. The aim is to provide a 
comprehensive and in-depth guide to his music. 


TURN IT UP is not only an indispensable reference book for collectors, 
but also a must for anyone with more than a passing interest in the 
artist formerly known as Prince. 


PURPLE MUSIC + A complete alphabetical index to over 500 released compositions 
by Prince/*?". Besides covering his own body of work, this section includes all those 
tracks written for other artists. Contains writing credits and a source listing. A 
separate portion lists remixes and extended versions. 

GROOVES AND GROOVES UP ON THE SHELF + A comprehensive catalogue of 
outtakes: around 400 unreleased songs and alternate versions of released songs. 
Includes discussions of all songs (descriptions, approx. session dates, etc). The 
songs are presented in chronological order. 

A BEAUTIFUL NIGHT * The complete guide to all known Prince/** concerts on 
audio tape, with quality gradings and tape durations. Also includes descriptions of 
the set lists of all the tours and brief comments on individual concerts. 

LET'S WORK + A documentation of rehearsals on audio and video tape, with 
detailed descriptions and comments. 

DIG IF U WILL THE PICTURE + A list of circulating private and nan-TV video footage. 
THE FLOW « An introduction to Prince/î". 


TURN IT UP contains 80 pages. 
It is illustrated with around 50 photographs, including many which have never been 
published before, 


ISBN 91-630-6209-7 
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#1 (Ocroser 1991): Nude Tour Report * A Song 4 U [songs 
written by Prince for other artists] 9 #2 (January 1992): Live 
4 Live [1991 live appearances] * IfI Gave U Diamonds & 
Pearls [the Diamonds And Pearls album] * A Talented Boy [of- 
ficial recordings] * Let’s Work [rehearsal tapes] * Lyrics ] #3 
(Aran 1992): What Time Is It? [The Time story] * | Got 
Grooves And Grooves Up On The Shelf- Pt. 1 [outtake tapes] « 
Dig If U Will The Picture [video tapes] + New Position [US and 
UK chart placings] * Lyrics ] #4 (Apr 1992): The Defini- 
tive Prince Bootleg Discography J #5 (Jury 1992): Respect 
[cover versions performed by Prince] * Nasty Girls [Vanity 6 
story] * I Got Grooves And Grooves Up On The Shelf- Pt. 2 
[outtake tapes] * Live 4 Live 1991-1992 [live performances 
1991-92] + Hot Thing! [on UPTOWN's policy regarding boot- 
legs] T #6 (Octoser 1992): Diamonds And Pearls Tour Re- 
port T #7 (January 1993): The Funky New Album Entitled 
+ [the ® album] © Tonight I'm Gonna Party Like It’s 1999 
[the 1999 album] * Purple Music [unreleased songs] * My 
Name Is Prince [US promo discography] ']] #8 (Arr 1993): 
I Really Get A Dirty Mind [the Dirty Mind album] + Dirty Mind 
Tour Report * The Ryde Dyvine [the Act | and The Ryde Dy- 
vine TV specials] + Billboards [the Joffrey Ballet] q] #9 (Jury 
1993): Act I Tour Report + Carmen On Top [Carmen Electra 
profile] + A Rock Soap Opera [the unused segues from the î 
album] + Respect Il [list of cover versions performed by 
Prince] q #70 (Jury 1993): Shut Up! Already, Damn! [Prince's 
interviews] J #11 (Octoper 1993): Do | Believe In God? Do 
I Believe In Me? [the Controversy album] * I've Got 2 Sides And 
They're Both Friends [the philosophy of Prince] * A King In 
The Land Of The Rising Sun [Japanese discography] * Wel- 
come 2 The Dawn [on Prince's new name] * Let’s Do It... In- 
teractive [Glam Slam Ulysses] * Open Book [bibliography] * 
Lyrics] #72 (January 1994): Act ll Tour Report * Testin’ 
Positive 4 The Funk [George Clinton profile] + They Call Me 
Melody Cool [Mavis Staples profile] ] #73 (Aran 1994): AN 
Of This And More ls For You [the For You and Prince albums 
and live performances] * The Beautiful Experience [the launch 
of the single] + Original Prince [US discography] © Lyrics q 
#14 (Juy 1994): Purple Rain- 10th Year Anniversary [the 
album, tour and film] * Isn't lt A Shame This Ain't A Movie — 
Then U Could Rewrite My Every Line [deleted movie foot- 
age] * Could U B The Most Beautiful Girl In The World? [The 
Beautiful Experience TV film] #15 (Jury 1994): The Defini- 
tive Prince Bootleg Discography - pt. 2'] #16 (Octoser 
1994): The Spirits Calling, Here’s The Reason Why [the Come 
album] * The Interactive Experience [the ‘ Interactive CD- 
ROM] * An Extended Member Of The Royal Household [UK 
discography] 9] #17 (January 1995): Ain't That A Bitch [the 
Black Album] * A Song 4 U [songs written by Prince for other 
artists — updated] + Standing At The Altar [exclusive interview 
with Margie Cox] 9] #78 (Aran 1995): Origins Of The Min- 
neapolis Genius [exclusive interview with Pepé Willie] + It’s 
Automatic [Australian discography] * Sex Shooters [the Apol- 
lonia 6 story] q #79 (Jury 1995): The Definitive Posterogra- 
phy 9 #20 (Jury 1995): Everybody Wants 2 Sell What's Al- 
ready Been Sold [the evolution of The Gold Experience] * Isn't 
It A Shame This Ain't A Movie- Then U Could Rewrite My 
Every Line — pt 2 [deleted movie footage] * The Glamorous 
Life [the Sheila E. story] | #27 (Ocroser 1995): All That 
Glitters Ain't Gold [The Gold Experience album special] + The 
Ultimate Live Experience [1995 European tour report] * Child 
Of The Sun [exclusive interview with Mayte] q #22 (January 
1996): This Is Not Music... This Is A Trip! [the musical jour- 
ney of Prince] + The “Old” Experience [a look at Prince/*t's 
direction in a recycled context] + Turn It Up [German discog- 
raphy] * Rock Hard In A Funky Place [interviews with Dez 
Dickerson and Miko Weaver] 9 #23 (Apan 1996): Free The 
Music [update on outtakes] * 2night We Video [the definitive 
videography] * The VH-1 Experience [the VH-1 Music And 
Fashion Awards and the Love 4 One Another TV film] * The 
1996 Japanese Tour Report * The Hawaiian Honeymoon Ex- 
perience [the three Hawaiian concerts in February 1996] 9 
#24 (Jury 1996): Chaos And Disorder Rulin' My World 2day 
[Chaos And Disorder album special] + Listen 2 Me People, Eye 
Got A Story 2 Tell [the wit, metaphors and imagery of Prince/ 
F] * Controversy Tour Report * Wet Dreams [the story of The 
Hookers and Vanity 6] 1 #25 (Octoner 1996): The Defini- 
tive Prince Bootleg Discography - pt. 3 #26 (Octoser 
1996): 2000 Zero Zero Party Over Oops Out Of Time [the 
1999 years] + | Only Want U 2 Have Some Fun [the 1999 tour 
report] * Free [a commentary on ‘T's career] + Our Trip 
Around The World In A Day [the Around The World In A Day 
album] q #27 (January 1997): Three Hours Of Love, Sex And 
Liberty [three views of Emancipation] * Call People Magazine 
And Rolling Stone r? speaks] + Sunset In My Heart [Prince at 
Sunset Sound studio] * In The Flesh [The Flesh sessions and 
unreleased album] Q #28 (Arran 1997): I Think | Wanna 
Dance [the Parade tour report] * Call People Magazine And 
Rolling Stone [F speaks - Part Il] * Spiritual World [the spir- 
itual life of Prince F] + Peaks And Valleys [US chart positions] 
T #29 (Jury 1997): Ev'ryone, Come Behold Christopher Tra- 
cy Parade [the Parade album] * Call People Magazine And 
Rolling Stone [F speaks — Part lll] + Freedom Is A Beautiful 
Thang [the Love 4 One Another Charities Tour report] 9 #30 
(Ocroser 1997): The Definitive Posterography Part 2 With 
The Postcardography 1 #31 (January 1998): Everybody's 
Here, This Is The fam Of The Year! [The fam Of The Year World 
Tour report — Part 1] * Call People Magazine And Rolling Stone 
Gi speaks — Part IV] 1 #32 (Marcu 1998): Everybody's Here, 
This Is The Jam Of The Year! [The Jam Of The Year World Tour 
report - Part Il] * This Is What It’s Like In The Dream Factory 
[the inside story of the Dream Factory album] + Have You Ever 
Had A Crystal Ball? [a closer look at the Crystal Ball set] q 
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The annual subscription to UPTOWN (5 issues) costs U.S. $50. 
TURN IT UP costs U.S. $20. 


Double (x2) the price if you want a two-year subscription (10 issues), 
of triple (x3) the price if you want a three-year subscription (15 issues). 
If you want additional UPTOWN issues (or back issues), the price per issue is U.S. $10. 
All prices include postage and package. 


Please specify exactly what you are ordering. 
(Allow around four weeks’ delivery.) 


Please send cash or money order made payable to Harold E. Lewis, in US currency, to: 
UPTOWN USA 
P.O. Box 43 
Cuyahoga Falls, OH 44222 
USA 


Note: no checks will be accepted! 


The annual subscription to UPTOWN (5 issues) has the following subscription rates: 
Great Britain: £30, Japan: ¥6.000, Australia: A$75, Germany: DM 80, France: F250, 
Spain: 6.000 pts, Italy: L. 75.000, Switzerland: 60 Swiss francs, Austria: 500 schilling. 


Double (x2) the price if you want a two-year subscription (10 issues), 
or triple (x3) the price if you want a three-year subscription (15 issues). 


whee MI If you want additional UPTOWN issues (or back issues), the price per issue is: 
y; i Mi Great Britain: £6, Japan: Y1.200, Australia: A$15, Germany: DM 16, France: F50, 
za Ê Spain: 1.200 pts, Italy: L. 15.000, Switzerland: 12 Swiss francs, Austria: 100 schilling. 


TURN IT UP costs: 
Great Britain: £15, Japan: ¥3.000, Australia: A$40, Germany: DM 40, France: F120, 
Spain: 3.000 pts, Italy: L. 40.000, Switzerland: 30 Swiss francs, Austria: 250 schilling. 


All prices include postage and package. 
Note: You must pay in your own currency 
or at least another European (non-Scandinavian) currency. 
Please specify exactly what you are ordering. 
(Allow around four weeks’ delivery.) 
Send your payment by 
International Money Order/Mandat de Poste International (Europe only!), 
or cash (do not send any coins!) to: 
UPTOWN 
P.O. Box 87 


SE-590 62 LINGHEM 
Sweden 


If possible, send money by registered mail and/or return receipt. 
Note: No checks/cheques or money/personal orders will be accepted! 


The annual subscription to UPTOWN (5 issues) has the following subscription rates: 
Holland: /80, Belgium: Bfr 1600. 


Double (x2) the price if you want a two-year subscription (10 issues), 
or triple (x3) the price if you want a three-year subsc nption (15 issues). 
If you want additional UPTOWN issues (or back issues), the price per issue is: 
Holland: f16, Belgium: Bfr 320. 


TURN IT UP costs; Holland: f40, Belgium: Bfr 800. 
All prices include postage and package. 


Please specify exactly what you are ordering. 
(Allow around four weeks’ delivery.) 


For Belgium: pay by bank transfer to Piet Van Rijckeghem, 
account no. Citibank 953-0199330-61. 


For Holland and Luxemburg: please send cash (no coins!) to: 
UPTOWN BENELUX/Piet Van Rijckeghem 
Hazepad 8 
BE-8700 Tielt 
Belgium 


Piet Van Rijckeghem: Tel/Fax (32)51.40.78.95 © Stefan Van Poucke : Tel (32)9.386.49.12 


The annual subscription to UPTOWN (5 issues) has the following subscription rates: 
Sweden: 250 SEK, Norway: 250 NOK, Denmark: 250 DEK, Finland: 200 FIM, Iceland: 2.500 ISK. 


Double (x2) the price if you want a two-year subscription (10 issues), 
or triple (x3) the price if you want a three-year subscription (15 issues). 


lf you want additional UPTOWN issues (or back issues), the price per issue is: 
Sweden: 50 SEK, Norway: 50 NOK, Denmark: 50 DEK, Finland: 40 FIM, Iceland: 500 ISK. 
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Pay in your own currency to UPTOWN productions at Swedish PostGirot account 24 66 98-5. 
Or, send your payment by cash (paper currency only, no coins!) or EuroCheque to: 
UPTOWN 
P.O. Box 142 
SE-453 23 LYSEKIL 
SWEDEN 
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